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| en hae: 
CRITICAL STUDY OF 
| HARSA 
AS A DRAMATIST 


maghaschoro mayuro muraripuraparo bharavih saravidyah 


sriharsah kalidasah kaviratha bhavabhutyadayo bhojarajah / 


sridandi dindimakhyah srtimukutagurur bhallato bhattabanah 
‘° er) C7 ry Sn ee ee ee 


khyatiascanye subandhvadaya iha krtibhir visvamahladayanti // 


Subhasitaratnabhandagaram p. 37 


INTRODUCTION 


INTRODUCTION 


Out ofall kinds of literary forms the aesthetic appeal ofthe drama as a form of 
literary art surpasses all-" kavvesu natakam ramyam"/. It casis a powerful influeace 
on the audience by the representation of various emotions through make up, theme, 


intonation and action commensurate with the situations uncer description. 


Drama in Sanskrit is called '‘tupaka' , because , it involves super imposition i.e. 
'sam@rona ". An actor simulates character whose role is being enacted on the stage. He 
identifies himself with it and the spectator also in a sense gets embroiled in it. 

Hence , in this make- belief situations, the separate existance of the actor, the character 
and the spectator merge together in a unique vanes leading to supreme happiness | 

is primarily an imitation of situations through acting ” avasthanukrtimatyam'”. The 
actors by their fourfold acting i.e. aigika , vacika , sfttvika and aharya , try to present 
on the stage the various actions and emotions of the characters of the play > so that sthe 
spectators get transformed to the world of imagination and identny themselves with he 
various roles being enacted. Their latent emotions yet aroused on seeing the acting and 
as a result they enjoy supreme bliss. Drama caters to both auditory and visual sensa- 


tions* . In this way it is better appreciated than other literary productions. 


nn ee rn a creme te Nem eee 


1. i) tadriparopatturiipakam / Sahitya Darpaya VI. 


ii) Mpakam tat samaropat / Dasa Ritpakam 1.9 
2, DRI7 
3. drsvam tatrabhinevam / SD Vth. Pari. 
4. rilpath drsyatayocyate / DR 18 


Kalidasa attests to this fact when he says that 

"natvam bhinna nucerjanasya . 

Sahudhanvekan arid Pe 

This dramatic art is considered a meeting ground ofall arts. The human impluses 
and emotions, joys and sorrows, smile and sufferings are all depicted in the 
drama, so that, on seeking it men of diverse temperament derive pleasure. It 1s no 
wonder then that the drama has been held in such a high esteem and critics have 
acknowledged its importance by saying " natakantarh kavitvarh’ ie. drama is the 
pinnacle of perfection of the art of poetry. 

The dramatic art varies from other literary activities in more than one sense. 
The constructional components of an experience, namely , the situation , the 
emotions, feelings , thought and the action of various characters are not completely 
left to the sphere of words of literary artist and'to the imagination of a sympathetic 
and responssive reader. The dramatic art depends for its fruition mainly on the 
impersonating power of the actors along with the correct dialogue , intonation 
and costume and other allied stage-crafts. The actions and feelings of the characters 
are indicated by correct intonations and modulation of voice accompained by 
appropriate physical movements and gestures. The perfect unison and harmony 
between the utterances and the physical movements create a novel situation before 
the spectators. As a result they indentify themselves with the characters on the 


stage and derive supreme bliss. 


5. Malavikagnimitram I. 4 


Hence, drama is principally intended as a theatre - experience. Unless the reader is 
endowed with the ability to visualise the scenes in his mind, he cannot fully derive 
pleasure from a dramatic performance. Therefore, it will not be the travesty of 
truth to say that drama is not meant to be read only but it is to be seen also. 
Hence critics down the ages have ungrudgingly accepted the uniqueness of this 


literary genre. 


The chief aim of any artistic eaton is to give pleasure. Drama, being a 
literary art is no exception to this. Dhanahjaya says that - 
anan nisyandisu ripakesu * 
spies re, hates aabaadiah? 
yo! itihasddi 1a sadhu 
" stasmai namah svaduparaimukhaya //° 


The -principal aim of dramatic art is to give happiness to the audience. Other. 
considerations of Bhamaha like - 
" dharmarthakamamoksesu 
vaicaksanyathkalfsu ca / 
| . ki 1% T.¢ ca 
sidhukavyanisevanam //’ 


are secondary to this chief aim. Bharata also concurs with this view when he says - 


Sanskrit literature is a rich store house of dramatic creations. The critics have 


classified the nipakas into ten types. 


miti nipakani dasa // ° 


A close scrutiny of the definitions of various types reveals that they are more related 
to the delineations of particular emotional context than they are a ciassification of 


dramatic types. The general condition of all the plays comes round to the fact that the 


= L 
8. Natya Sastra 1.114 
9 SD VE3 


story element is taken from well known sources’? the hero is of noble type and 
equally accomplished in various arts!! The theme is mostly taken from the 
sources of epic or folk-tales . The difference appears to lie in the number of acts 
and in the emotions which receive prominence. Thus , whether a story of love 
depicted in a dramatic literature will be called nataka , natika or prakarana depends 
on the number of acts it contains. For example , if the theme is spread over four 
acts, it is called a natika 12 if it is confined within five to seven acts it isa ndtaka 
I and if it stretches up to ten acts itis called a prakarana. Moreover, if it is 
confined to one or two acts and isconcerned with the love life of persons of lower 
social strata , it is called a bhana M4 ora prahasana respectively depending on the 
circumstances. Dima , vvayoga and samavakara all are concerned with the themes 


of fight and combaf¢t. But, the designation becomes applicable on the basis of the 


length of their acts. Thus, these ten types of ripakas as propounded by Bharata and 


later theorists appear to be intended as suitable dramatic structures and nothing 


Y 
_more. Great dramatists like Bhisa, Asvaghosa, Kalidasa, Sudraka have left their 


h, 
immortal works to us. Sriharsa appears in the horizon of Sanskrit dramatic 


literature after these illustrious predecessors. 


10. natakam khyatavrttam syat / SD V1.7 


11. Ibid, VI.9 
12. caturankika Ibid, VI. 269 
13. pahcadika dasaparfstatrankah parikirttitth / Ibid. VI. 8 


14. bhainah syad dhiirtacarito | 
nanavasthantaratmakah / _—Ibid., VI. 227 
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StiHarsa , the medieval king of Kanauja is an accomplished poet anda 
dramatist of no mean achievement. He has given us three dramas. Out of these 
three Priyadarsika and Ratnavali deal with palace intrigues where as Nagananda 
is a drama of Gitigus type emphasising the value of self sacrifice of its hero 
Jimutavahana, for the alleviation of suffering of the serpents. Sriharsa who ruled 
in the Ist. half ofthe 7th. Century A.D. was a lover of art and letters, assembled 
the learned people and accomplished artists in his royal court . Poets like Dhavaka, 
Bana etc. adorned his court . He himself was a poet of no mean order. He 
_inheritederich legacy. Dramatists like Bhasa, Kalidasa, Asvaghosa and Siidraka 
had already written their immortal works by his time. The richness and variety of 
the themes of Bhasa , the excellence and exuberance of the artistic talent in 
Kilidasa, the novelty and deft handling of the theme of Siidraka and the 
harmonious blending of religious fervour and poetic sensibilities of the muse of 
Asvaghosa lent a unique charm to the dramatic creations. The works of these 
artists were there before Harsa . So , Harga was an_inheritor of a rich literary 
legacy . Asaking he was distinctly in an advantageous position of observing the 
mind and art of his illustrious. court poets. His poetic sensibilities got refined by 
such associations . Kalidasa's monumental work both in the sphere of poetry and 
drama cast a powerful influence on all subsequent writers. Kalidasa's art of plot 
| construction, characterisation choice of language, delineation of sentiments 


excercised a bemused spell on his followers. 


The perfection attained by K4lidasa's genius was never surpassed by any literary 
artist. Hence his works were always held as the role models. Sciharga thus started 
with a distinct disadvantage. He was a successor to so many accomplished geniuses. 
Days of turmoil and war during his time was not conducive for the writing of € ic 
_ Poetry or mahakavyas. The great Gupta empire was tottering. Hordes of'foreign invad- 
“ers like Bactrians, Hunas and Sakas were descending on the planes of India with 
monotonous regularities. The Gupta empire which suceeded the Mauryan empire _re- 
stored order, peace and stability and ushered ina golden ora for the developrient of 
art, literature, paintings etc. was in shambles. Mihirakuia in 6th. centrury A.D. destoryed 
and drove the last nail into the coffin of the last great empire. The feudatories ot that: 
great empire asserted their independence. As a result , small kingdoms appeared in 
the place of a centralised authority. The Maukharies controlled the Northern India. 
Yasovarman and Harsa -tried to restore the central authrority by annexing various 
kingdoms to their empire. Thus , the political instability led to a great upheavei im the 
society with the departure of Gupta empire. Theinfluence of Buddhism , which 
was flourishing under the patronage of kings like Ashoka began to riavch 
on a downward trend . Its influence in society began to wane. The vedic 
acgiiOns had already returned in an altered garb. The puranic deities were coming 
into prominence . Buddhist emphasis on renunciation and conscious abandon- 


ment of the pleasures of hearth and home was no longer acceptable to be the 


model way of living tothe vast majority ofmasses . The revival of Hinduism 
gave a new hope and lent emphasis on the harmonious development of - 


dharma , artha and kama . Therefore. a happy balance emerged between the 


tendency of renunciation and excessive indulgence in sensual pleasures. This new 
mode of thinking altered the attitudes of literary creations . The heroic poetry of vedic 
age gave place to the classical age where various deities like Rama, Krsna began to be 
worshipped. Temples sprung up through out the length and breadth of India. Asa 
result literary creations concentrated more on the depiction of ideal love of the deities 
with their consorts. The war of attritions between the Buddhists and Jainas and re- 
vived Hinduism had its bearings on the society. Kumarila Bhatta and Sarikaracarya 


destoryed the last vestige of Buddhist influences by their dialectics. 


Harsa emerged in such a time of great upheavie. Engaged as he was in the 


expansion and consolidation of his empire most or liis times he could not give due - 


attention to the perfection of his literary art. Though endowed with finer sensibilities 


_ and exquisite power of description , he could not venture into the field of mahakavyas, 


because the excellence achieved by his more illustrious predecessors Asvaghosa and. 


Kalidasa in this field was not easy to be surpassed . Therefore, he concentrated and 


confined himself to the field of short dramas and plays. Here also he.started with 


handicaps as Kalidasa's Malavikagnimitram was alrready there before him. ~ h«: 
t 
excellence of Sakuntalam, the novelty and deft handling of Mrechakatikam and tite 


huge panorama'of Bhasa's dramatic genius naturally dampened his spirit. So , he 


wrote mostly court comedies. He is the first dramatist who czme forward to compose 


“>> 


dramas and plays with an eye on their aciual enactment on the stage. alidasa's 
dramas were no doubt excellent literary creations due to their intrinsic merits . They 
can be called dramatic poetry , but their stageworthiness leaves much to be desired . 
The unity of time and place have been given a go by. Asa result their “enactment on the 
stage suffers from numerous lacunae. Sriharsa is conscious of these. Hence, he tries to 
avoid these defects in his plays. By venturing into this new type of love romances he set 


a standard which was assiduously imitated and followed by subsequent writers. 


Though in various histories of Sanskrit literature written by Western 2s well 

ee he a 
as Indian scholars we find a short mention of Sriharsa and his dramas a comprehen- 
sive critical study has not yet been undertaken so far. Hence this work is proposed to 
ire : : xi sol ier ‘ 
be undertaken to put Sriharsa in the proper prospective critically examining his 


dramas from dramatic, sentimental , rhetoric and linguistic point of view. 


Apart from the introduction , the thesis "A Critical Study of Harsa as a 


Dramatist " consists of six chapters. 


The Ist. chapter attempts to portray the life and works of Harsa , mostl, on the 
basis of Banabhatta's account in Harsacaritam . Harsa's date does not posea problem 
as inscriptional and literary evidences are abundant unlike other literary artists in 


Sanskrit. Harsa was the second son of Prabhakaravardhana and he ascend-d ile 


10 


throne of Thanesvar after the death of his father Prabhakaravardhana and his 
elder brother Rajyavardhana, sometime around 606 A.D. He ruled almost more 
than 40 years and gave up his ghost by 647 A.D. Harsa was anable administrator 
and an accomplished poet. His royal court was adorned by literary luminaries 
like Banabhatta, Mayura, Mattariga and Divakara. He himself wrote theree 
dramas i.e. PriyadarSik@, Ratnavali and Nagdnanda . On the basis of a dubious 
reference " Stiharsdder dhavakddinam iva dhanam" in Mammata's Kavyaprakasa 
critics are reluctant to ascribe the authorship of these plays to Harsa. But this - 
view seems to be erroneous and an attempt has been made to refute it. Another 
vexed question is concerned with the chronology of these three dramas. The 
scholastic opinion accepts Priyadarsika to be the first work, but is divided 
regarding the time of composition of Ratnavali and Nagananda . Some of them 
take Ratnfvali as the last work and others give the palm to Nagananda as the last 
work of Stiharsa Therefore an attempt has been made to fix the chronology and 


to clear up the confusion with cogent logical reasoning. 


Inthe IInd. chapter a birds- eye- view of the origin and development of 
. Sanskrit drama upto Stiharsa's time has been taken up for discussion with a view 
to prepare the background for the evaluation of Harsa's ginius. The sources of the 
themes of his dramas, the innovations effected there in have also been discussed in 
order to show the ingenuity and orginality of the dramatist. A comparative and 


critical evaluation of all his plays have been attempted here in also. 


1] 


The [IIrd. chapter is concerned with the dramaturgical aspects of his plays. 
Here in , the applications of various sandhis and sandhyangas, unity of action, 
time , plot and stage worthiness of all the plays have been taken up for a detailed 


discussion. 


The IV th. chapter is concerned with the characterisation. Characterisation 
occupies an important place in drama. It is through the characters that a dramatist 
gives his philosophy , attitude towards life and his dexterity as an artist. Sanskrit 
. drama is bound by conventions and set patterns at times too rigid fora less 
creative genius but a genius can brow-beat this rigidity by creating novel 
characters and voicing his own opinion through them . Hence characterisation 
plays a pivotal role. Sriharsa is quite aware of this. He always tries to paint his 
characters as realistic as possible . As most of hig plays are mainly concerned with 


love intrigues confined to royal courts, his canvas is natually smail. Still he has 


shown his originality in painting the characters. . 


e Fo 

The Vth. chapter attempts to study the style and diction of Sriharsa. Here 
in various sentiments, rhetorical figures used by the dramatist, metres employed 
in his dramas and his power of descriptions have been taken up for discussion to 


arrive at a broad spectrum of Harsa's genius as a dramatist. 


The VIth. chapter deals with the thoughts of § harsa A literary artist 
leaves unwittingly his impressions on social , political , economic and religious 
thoughts in his works . Asa literary artist is a philosopher , from a close scrutiny 
of his works, his views on life , men and matter surrounding him can be gleaned . 
This chapter tries mostly to present the condition of the society of his days to 


show wherein Harsa's genius flourished in such regal splendour. 


The conclusion tries to summarise the above findings to bring out the 


strength and weakness of Harsa as a dramatist. 


~CHAPTER-I 


LIFE AND WORKS OF HARSA 


LIFE HISTORY 


DATE 


WORKS 


AUTHORSHIP 


CHRONOLOGY OF HARSA'S WORKS 
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Sanskrit literature is famous for its variety and content. Bristling with fine 
descriptions of human nature , beautiful word pictures of vaneuated feelings and 
emotions, its form and content have evoked admiration of critics both western and 
eastern down the ages. They have showered unstinted praise for its vigorous vitality 
and mind bungling variety. In spite of this richness the critics have pointed an accusing 
finger at its lack of historical sense. Sanskrit poets and dramatists have never given 
any information regarding their life and times, the land wherein they have flourished, 
the period which they adorned by their writings. But, Harsa is one of the fortunate few 
artists about whom reliable informations are available. The detailed contours of his 
life from its inception to his last days is available tous from Banabhatta's Harsacaritam 
and other literary productions as well as from various inscriptions and land grants 


along with other records. 
EARLY LIFE AND ACCESSION 
Harsa versus Stiharsa 


Scholars differ regarding the exact nomenclature of Harsa. He is sometimes 


Ue : ; t- 
referred to as Sriharsa!. In some other places he is called as Sriharsadeva”. The term 


1. Stiharso nipunah kavih / prastavana of PD , RV and Nag. 
2 rajflah Stiharsadevasva padapadmopajivina / prastdvand of Nag. 
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“sp ’ appears to be a prefix of his name. It was never an integral part of his nam2. Had 
it been so, his name would have been recorded as sti Sriharsa which occurs nowhere. In 
the Kauthem* grant of Vikramaditya V, he is called Harsamahfnrpa. Bayabhatta has 
christened his work as_Harsacaritam and not Sri Harsacaritam.” Had the original name 
of Harga been Sriharsa his court poet would have liked to name his work as sii 
harsacaritam . Hence, it can be deduced that his original name was Harsa . This fact is 
also corroborated by inscriptional evidences" wherein he is also referred to as Harsadeva 


im 
and not Sriharsadeva. 


Sanskrit authors generally are reticent about giving ariy information regarding 
their personal life. Harsa is no exception to this general trend. He has nowhere given us 
any first hand information regarding his personal history. Hence to reconstruct his fife 
history, we have to depend upon secondary sources. Here we are fortunate enough to 


have the recordings of his court poets. 


The principal source of information for Harga is the Harsacaritam by 
Banabhatta, one of the most celebrated court poets of the emm ror, Harsa. In addition to 


it, there are four valuable inscriptions which supply adequate information . These are :- 


IA, XVLP. 22. 


. Fleet, Gupta Inscriptions, P.207 n.3 
. Nausan grant 2nd the Aphsad stone inscription ( [A, XII,73,79.) 


Wm BS ww 
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1. Sonpat copper seal Inscription a 
2. Bariskera plate Inscription’ 

. Madhuvan Plate®. 

4. Nalanda Seal Inscription. 


lad 


From the survey of these inscriptions the genealogy of Harsa can be constructed 
without fear of any contradictions. Banskera copper plate inscription gives the detailed 


lineage of Harsa as follows :- 
Maharaja Naravardhana m - Vajrinidevi . 
Maharaja Rajyavardhana I m - Apsarodevi. 


Maharaja Adityavardhana _m - Mahasenaguptadevi. 


Maharajadhirdja Prabhakaravardhana m Yasomatidevi 


Maharajadhiraja Mahiarajadhiraja Rajyasti 
Rajyavardhana I] Harsavardhana 
These informations are corroborated by other above quoted inscriptions. 
6. Fleet, Gupta Inscriptions, No.52 


7. Of year 22 of Harsa era ie. of about 628 A.D. 
8. Of year 25 or 631 A.D. 


16 
DATE OF HARSA : 


The Harsacaritam records some evidences which. D.Devahuti” utilised to 
arrive at some definite date of Harsa and his predecessors. It is to be understood that 
Rajyavardhana's repulsion of the attack of Hunas, illness of Prabhakaravardhana and 
his death , Rajyavardhana's accession to the throne and his death - all these events 


took place ina rapid succession withina short span ofa year i.e. 605 to 606 A.D. 


According to.HC of Bana Revamvand was despatched by his father to tame the 
marauding Hunas;he was young enough to have “faint growth of beared on his face”! 
So he must have been around twenty years of age by that time. This surmise also is 
supported by the fact that a prince of Malwa, named as Kumara was with him for some 
time and he was eighteen years old. According to Sonpat copper Seal iticription Harsa 
was younger by four years. Hence, he was born somewhere around 590 A.D. in the 


month of Iyestha onthe 12th day of dark fortnight just after twilight hours 


His elder brother Rajyavardhana was older to him by four years whom he loved 


9. Devahuti, D. Harsa:A Political Study P.74-77 


10. Banabhatta’s HC,1.66. 


Ws 


much! and Rajyasri was younger by around two years. Rajyavardhana was assassinated 
by Sasanka which fact forced Harsa to ascend the throne in 606 A.D. So Rajyavardhana 
was born in 586 A.D: and Rajyasri-7in 593 A.D. Under such circumstances 
Prabhakaravardhana might not have married Yas’ovati, the daughter of Vikramaditya 
not later than 585 A.D. and as he had married soon after his accession to the throne, the 
latter event might have taken place about 583 A.D. the date of the death of Vikramaditya 
and of the resulting confusion and turmoil. So Prabhakaravardhana must have ruled the 
kingdom some time between 583-606 A.D.. Prabhakaravardhana conquered Malwa and 
defeated Sildditya after a ten-year long war against him. Siladitya surrendered his son 
Bhandi to Prabhakaravardhana in 593 A.D. the birth year of Rajyasri. Sildiditya regained 
the throne in 604 A.D.and was smashed out along with his dynasty in a war against his 


old enemies in 606 A.D.. 


These surmises are also corroborated by other known dates of contemporary 
kings. The date of Isanavarman, the king of Maukhari dynasty is shown by his coin to be 
in 565 A.D. while a comparison of his genealogies shows him to be a contemporary of 


Adityavardhana the father of Prabhakaravardhana. 


“11. . jyesthabhratrparamabhattraka mahérdjadhiraia 
stirajyavardhana devapadanam ..../ etc. Baiskera Inscript 


12. Cowell , Harsacaritam , P.115. 
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Harsa era started in 606 A.D. in commomoration of Harsa’s accession to the 


y Immediately after this event Harsa went in a campaign of north India and 


throne 
almost subjugated the entire north India except Punjab in six years and ceremonially 
was proclaimed king with the title “maharajadhirdja” in 628A.D.. In 620 A.D. he went 
on campaign to southern India upto Narmada!* and was unfortunately defeated by the 
Calukya king Pulakesin 11! The last campaign of his life was over Ganjam situated 
near the Bay of Bengal in 643 A.D.. Thus, his empire extended from Valabhi in the east 
to Rumaraba in the west and from Nepal in the north to the bank of Narmada in South oe 
The famous Chinese Pilgrim Hiuen Tsang came to India somewhere around 629 A.D. 
and probably met Harsa in 643 A.D.. He exercised a powerful influence on him and was 
most probably instrumental in attracting him towards Buddhism. Due to Hiuen Tsang 
perhaps Harsa innovated the method of arranging large public assemblies at regular 
_ intervals. He summoned an impressive religious assembly in his capital Kanauja in 643 
AD. wherein Hiuen Tasng was the guest of honour. Three thousand Buddhist monks 
representing Mahayana and Hinayana schools of Buddhism, three thousand brahmins 
and nigrodhas and one thousand scholars from Nalanda University attended the assem- 


bly which lasted for 23 days. 


13. Diskalkar, D.B. Selections from Sanskrit Inscriptions P.134 

14. Smith, V.A. Early History of India, P.353. 

15:,. sudhi patitegeiénei anita ivassbhita bhapaaeal iateo eta aad aaah 
Epigraphia Indica. Vol. VI P.6 

16. Paninakar, K.M. Shri Harsha of Kanauj, P.18-19. 
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prvans assembly was held every five years where Harsa freely gave away his 
gems and riches with gay abandon. Most probably, he was alive by the time of Prayaga 
assembly, where in he donated all his remaining Hiches in a display of unparalleled mu- 
nificence!”. 

Thus after leading an eventful life, Harsa died in 647 A.D. or in early part of 648 
AD. 
IDENTIFICATION OF HARSA 


In the introductory portion ofall the three plays of PD , RV and Nag. SriHarsadeva 
is mentioned as the author of these plays. Indian history is replete with more than one 


Harsa. Hence, it is essential to determine the real identity of the author of these plays. 


Prof. K.M. Pannikar’® explains the existance of five Harsas to have been known 
to Indian History. 

The first Harsa is the half mad tyrant of Kashmir ‘who reigned between 1089- 
1101 A.D.. 

2. The second Harsa is the grand father of king Bhoja of Dharanagar 

3. The third Harsa is Vikramaditya Harsa of Ujjain, whose court was adorned by 


Matrgupta. 


17. Mirashi, V.V. Harsha charitam Intro. P.11 
18. Shri Harsa of Kaunauj P.19 : 


20 


4. The fourth one is the author of Naisadhiyacaritam 

5. The fifth Harsa is the author of Kavyapradipa. A close scrutiny: reveals that 
out of all these Harsas not a single Harsa can be considered to be the author of three 
plays. 

Since Harga deva, king of Kashmir had altogether a different career and charac- 
ter, he canot be taken to be an author of any literary work least of all of these dramas. 
Besides, he has no literary contribution. The second Harsa belongs to Dharanagar and is 
mentioned as the grand father of Bhoja. He lived sometime in the 10th century A.D.. 
But quotations from RY found in earlier literary works like Kuttanimata'? of Damodar 
gupta who happened to be a protege of Jayapida of Kashmir of 779-813 A.D.. Hence, it 
becomes crystal clear that_RV attained wide fame and appreciation, so that a poet of 
distant Kashmir praised it in his Kuttanimata”” . Therefore, the second Harsa could 
never have been the author of these three plays because it is quite absurd to suppose 


Harsa of 10th Century A.D. to be the author of three plays which were already famous by 


8th Century A.D.. 
19. udayatatdntaritamiyam praci 
sucayati din nisandatham / ; 
iva brdyasthitam camani // RV 1.24 © 


Mae = 
rajati ratnavali ratnam // -Kuttanimata 1-24 


., “2 
The third Harsa mentioned by Pannikar is Vikramaditya Harsa. However, from 
a close examination he cannot be the author of these three plays because the later never 
bore the title Vikramaditya”! Moreover, Harsa Vikramaditya seems to be an orthodox 


brahmin where as the author of Nag exhibits a strong affiliation to Buddhism. 


Mr. Pannikar does not accept the identity of Sriharsa, the author of 
Naisadhivacaritam, with the author of three plays. Sriharsa the author of 
Naisadhivacaritam flourished under the patronage of king of Kashmir and later on in the 
court of king Jayachandra of Kanauj about 1150 A.D. No where did he mention about 
his authorship of the three plays. There is a striking difference between the two authors 
with regard to the style, expression and arrangement of words. On the one hand Hares 
has used simple and lucid language in the dramas, where as Sriharsa’s expression 1s 
altogether different. Again the author of Naisadhivacaritam is a court poet of Jayachandra 
where as Harsa the author of three dramas himself was a king under whose patronage 


‘ 3 
many poets flourished””. 


Lastly now we can turn to Harsavardhana of Kanauj who reigned from’ 606 
A.D.to 648 A.D. Many external and internal evidences prove that Sriharsa of Kanauj 


must be the author of the three plays. 


21. Upadhayaya, B. samskrta sahitya ka samksipta Itihasa. p 138-45. 


22. nana 1i te od b til : i R 
padapadmopaiivina rajasamuhenoktah / RVIP.5 


WORKS 
Harsa had all scholarly flare in literary pursuits. His facile pen produced sev- 


eral valuable writings. 


1. Priyadarsika - (PD) 
2. Ratnavali - (RY) 
3. Nagdnanda - (Nag) 


Besides he has been ascribed with the following works”, 


1. Litiganusdsanam 
2. Suprabhatastotram an 
3. Astamahasthanacaityastotram 
Out of these works Lifigdnusisanam appears to be a work of grammar. 
Suprabhatastotram and Astamahdsthanacaityastotram are small works, full of prayers 
centering around the glories of Buddha. Astamahasthanacityastotram is called 
Astamatiisricaitva stotram”>. Hence, these are of little importance as our present study 


is mainly concerned with dramas of Harsa. 


23. Mookerjee, R.K. Harsa, Pp. 148-59 

24. Ascribed wrongly to king Harsadeva of Kasmir in Bstan-hgyur and in Minayeffe’s 
Mss. It is given in extenso by Thomas in JRAS, 1903 Pp 703-22 and reproduced in 
APP.B. to PV Kane’s edn. of Harshacharita. 


25. Kane, PV. HC, Intro P. XX XVII 


> 
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AUTHORSHIP 
Harsa’s authorship regarding these three plays namely PD, RV and Nag has been 


| challenged by both eastern and western scholars. The basic reason for this disagree- 


ment is based on the propriety of a king becoming a dramatist of this calibre. Mammata 
says in Kavyaprakasa”° that procurement of wealth is one of the basic objects of writing 
poetry. He cites the instance of Dhavaka who received riches from Stiharsa, This refer- 
ence of Kivyaprakasa has given rise to much controversy and is the main reason of 
casting doubt on Sriharsa’s authorship of the three plays. Commentators have inter- 
preted it to show that Dhavaka was the rea] author of RV, A varient reading Sriharsdder 
banadinamiva dhanam is also seen. The king showered his munificence in appreciation 
of his good word. Among the commentators of Kavyaprakasa, who accept Dhavaka- 


Brahme and Paranjpe”*, H.H. Wilson’. and Pischel”®. F.Hall°' sayy that Bana's claim 
for the real authorship is an important as that of Dhavaka. E.P. Cowell and 
Macdonell*? are ofopinion that Bana was the author of RV and Dhavaka 
was the writer of Nag . Webber? attributes RV to Banabhatta . On the other 


26. Sriharsader dhavakadinam iva dhanam - KP I 2 commentary. 
27. KP edited by Vamanacarya P.89 

28. Intro to Nagananda 

29. Theatre, II P.259. 346 

30. GGA, XXXIX, 1235-41 

31 LAS.B, XXXI, 11-13 

32. SL., P.362 

33. IL., P204,207,212,218 


it 
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hand Henry” Ettinghousen®”,S.Konow*° M Winterntz®” Levi*® and E. Windisch *° 
etc. are of opinion that all these three plays were from Harsa’s pen. On the reading of 
Mammata Hall and Biihler claim that these three plays are from the pen of Banabhatta. 
Paranipe attributes the authorship of these three plays to Bhasa. Cowell completely dis- 
oe with them. According to him RY is written by Banabhatta Nag is from the pen of 


Dhavaka and PD is from some unknown author. 


From the survey of these opinions it is clear that scholars hold divergent views 
regarding the authorship of these three plays. There is no agreement among the savants. 
Hence, a critical and thread bare examination of this naughty problem is necessary to — 
arrive at a definite conclusion. 

A close scrutiny of the above mentioned opinions reveals the fact that there are 


five alternatives regarding their authorship of three plays. 
1. Dhavaka is the author of all three plays. 
2. Banabhatta is the author of all three plays. 
3. Bhasa is the author of all three plays. 
4. Harsa is the author of all three plays. 
5 


. Three different authors have written these three plays. 


Let us critically examine these alternatives. 


34. Ind. Lit. P.295-313 

35. LC., 98-102 

36 Das Indtsche Drama, P 73-74 

37. Ind. Lit, III. 226 

38 TL, 134-196. | 
39. Tr of Int Oriental Congress, (1884) 11,93-95. 


to 
On 


1. AUTHORSHIP OF DHAVAKA FOR THREE PLAYS :- 


Nagoji Bhatta’”’ of 17th cent. in his commentary on Kavyaprakasa of Mammata 


says that Dhavaka wrote RV for Harsa who bestowed upon him a lot of wealth. Western 


scholars like Pischel and Keith support this view. 


They. explain the statement given by Mammata that Dhavaka has sold all the 
plays to Harsa, He has been amply rewarded for this by Harsa, where as the statement 
itself doesn’t convey this meaning. The real meaning might be that Dhavaka was one of 
_ the qualified poets in the court of Harsa. Being pleased with his dramas, the king in 
appreciation of his literary talent showered riches and other favours on him. It was an 
accepted custom of the royal household of ancient India 6 honour the deserving poets 
with lavish presents. Soddhala refers to the bestowing of innumerable gold pieces on 
Banabhatta by Sriharsa. This might be the reason behind this statement of Mammata. 
But a critical evaluation of such a statement brings out some salient features. The com- 
mentators do not have a historical background. They ene after several centuries. Even 
one doesn’t get any positive proof of Dhavaka as nothing is known about him. Besides 


it, the conjecture that Harsa at first wrote PD and Dhavaka after finding the flaws in 


40. Dhavaka stannamna kavih / 
sa hi Stiharsanamaa ratnavali naimnim aBtikan ketva 
-bahudhanam labdhavain iti prasiddhi iti / Commentary in KP 
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it wrote RV and presented it to the king, also does not seem tenable, because Harsa as a 
king, might not have given money for RY an improved version of PD. This would have 
been an instance of plagiarism. 


So the theory of Dhavaka being the author of three plays falls to the ground. 
2 AUTHORSHIP OF BANABHATTA FOR THREE PLAYS:- 


The other theory that ascribes the authorship to Banabhatta is based on a variant, 
reading in Kavyaprakaéa. Sriharsdder banddinim iva dhanam. _Hall states this in his 
introduction to Vasavadatta. This doesn’t seem tenable, because there is a striking dif- 
ference between the style of Banabhatta and these plays. Kadambari and Harsacarita 
reveal a style of unmatched high quality and splendour. It also seems unbelievable that 
Banabhatta could have made a better bargain by selling his “Kadambari” to Harsa in 
stead of selling these inferior dramas. Besides, Banabhatta who happened to be strictly . 


an orthodox brahmin might not have written Nag which glorifies Buddha. 


3. AUTHORSHIP OF BHASA FOR THREE PLAYS :- | ~ 

Another theory expounded by Naravan Sastri*! says that Bhasa might have writ- 
ten dese plays. Even S.M. Paranipe supported it. Prof. Shastri based his theory on a 
passage from the work of Rajasekhara i.e. Kavivimarsa. This work is not available. But 


the portion of the passage cited by Shastri, runs as follows. 


41. Introduction to’ Ratnavali p. 4 ff... 


at 


karanarh tu kavitvasya na sampanna kulinat® / 
divako’ pi bi yat bhiisah kavinam agrimo bhavat // 
nitirsyasya rasajnasya jnasya kasya na priyadarsana // 
tasya ratuavali niinam ratnamileva rajate / 
dasariipakakdminya vaksasyatyanta sobhana // 
naganandath samilokya yasya stiharsa vikramah / 
amandananda bharitassvasamamakarot kavim // 


Prof. Shastri’s reading is spurious and its authenticity cannot be taken for granted. 
But on the other hand Mr._Paranjpe. argues independently to prove that Bhasa is the 
author of Nag and its sister plays. Mr. Paranjpe’s arguments are based on the compari- 
son of grammatical peculiarities, parallel expressions and ideas of the plays of Bhasa 


and the plays like Nag and PD. 


But arguments based on similarity of the grammatical peculiarities and expres- 
sions are not fully convincing to support such theory. Similar ideal and literary eet 
liarities can be seen in the works of authors of different ages. Really speaking the style 
of Bhasa is widely different from the style of PD .RY and Nag. It seems to be crude and 
unrefined as compared to that of RV Even Bhasa’s plays are very old and belong to a 


distant age. Regarding the similarity of the ideas, it may be said that probably the 
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author of RV had the knowledge of the plays of Bhasa and Kalidasa and had gone _ 
through them. So, it is perfectly natural that he should have followed them and there 
must be some influences in his work, 


Thus Bhasa’s authorship regarding the plays seems untenable. 
4, AUTHORSHIP OF HARSA FOR THREE PLAYS :- 


On the other hand all the three plays have come down to us from one and the 
same author i.e. Harsa. This view is corroborated by common ideas present in the 
prologue of all the three plays namely PD , RV and Nag. In addition to this, the benedictory 
verse* occurring at the end of both PD and RY is the same. Two stanzas appear to be 
similar in PD and Nag”. . 

Keith** points out that there is “absolute similarity of style and tone in the three 
works which renders any effort to dissociate them wholely impossible.” The stamp of a 
common authorship is unmistakable. Especially PD and RY closely agree with each 


other in both the techniques, subject matter and form. 


- 


42. * i 1a ' ~ . * + _ sti ist 


al 1 - id = b Lendiied . kl I ; i oe - 
ih , ; - fm. 7? « ~ : = < at If 
PD. IV. 12 and RVIV.22 


43. PD-III-3 and Nag IV-1 
PD-III-3 and Nag 1.14 
44. Sanskrit Drama, P 170 


nama natakam krtam / Nag-I P. 5 


of ea oes : 
Each is a natika in four acts, they have also’;common hero, i.e. Udayana and other numer- 


ous characters like Vasavadatta, vidusaka, Kancanamala and the identical theme of pal- 


ace love intrigues. 


Itsing, the celebrated Chinese pilgrim of 7th century A.D. was quite aware of the 


play Nag. which was widely in circulation and appreciated in China, Japan and other ' 


Buddhist countries. In Japan it survives upto the present day and is being enacted in 


Bugaku theatre which is acclaimed as world’s oldest opera. He also notes that Harsa 


versified the story of Bodhisattva Jimutavahana, He had seen it being enacted on the 


stage to the accompaniment of music and dancing. This fact unmistakably points to 


Harsa’s authorship of Nag. 


In Harsacarita Banabhatta euologies the poetical leaning of Harsa as - kavyakatha 
svapita mamrta mud vamantam and sarva vidva samgitagrhamiva sarasvatyah / 
From such praise Harsa’s learning and intelligence cannot be doubted. It may well be 
presumed that Harsa might have some more works which are not available now. 
Damodaragupta (779-813 A.D.) cites a verse from the first act of RV in his Kuttan: 
matam. He considers RV to bea oreat work of art™ . He ascribes it to a king. So ,the 
king thus referred to seems to be no one else than Harsa, the king of Kanauja of 7th. 
century A.D 

Soddhala lived in 11th. century A.D. In his work " Udayasundarikatha , he 
mentions Harsa along with Vikramaditya, Muhija and Bhoja as poets as well as king:. 
Soddhala also wittily refers to harsa (Joy) as'the glorious Harsa (Sriharsa) who creates 
joy through words 76 

Jayadeva, who lived in 11th century A.D. mentions*’ Bhasa and Kalidasa to be 


the predecessors of Harsa whose centemporary are Mayura and Banabhatta. 


45, Kuttanimatam 1.24 

46. ae it etn ee acthi ; 
~ o | al ‘ajavata 7 / 
githarsa eva nija sanisadi vena rajfla 

47. yasyasCauras cikura. nikaro. kamapiiro _mayuro 
kesamn naisi kathaya _kavita _kamini kautukaya // 


Subhasita Bhdndagara. p.37 


3] 


Madhustidana, the editor of ‘Mayilra sataka’ who belongs to 1654 A.D. says that 
Mayura and Banabhatta were the court poets of Sriharsa and designates Harsa as “the 


chief of the race of poets and the author of the natika. Ry. 


Stanzas under the name of Harsa are qucted in many Sanskrit anthologies like 
Subhisitavali? and Sarasamuccaya”’ . Many inscriptional evidences prove that Harsa 


was the author of not only the dramas but also of many stray verses. 


The inscription on the Banskera and Madhuvan plates are his own composi- 
tions. The Bandskera plate (628 A.D) bears the signature of Harsa and it contains many 


beautiful verses like :- 


" rere : ani i / 
harsenaitat samakhyatam dharmarjanamanuttamam [fe 


which are composed by him. 


48. Bose, Bela. The three Dramas of Shri Harsha, P.6 


49, Sriharso vitatara a vaniphalam 
uaa 


50. Stiharsena samarpitdni kavave banava kutridye tat / 
Sarsamuccaya 
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There are two more sanskrit poemsattributed to Harsa. They are in praise of lord 
Buddha. They wre Suprabhatastotram and Astamahasricaitya stotram. The first one is 
composed with Buddhistic spirit to be sung in the morning and the second one is a hymn 
to the eight great Buddhist shrines. Such poems certainly show Harsa’s affinity towards 


Buddhism as well as his ability of composing verses as a poet. 


From a perusal of evidences both external and internal cited above, it can be 
concluded that emperor Sriharsa of Kanauja who reigned from 606 to 648 A.D., was not 
only a patron of learning but himself a poet and dramatist. Hence, it would not be 
hazardous to ascribe the authorship of PD, RV and Nag to him. This conclusion is 
reinforced by the fact that Indian history records numerous royal literatures. Samudra 
Gupta, Satavahana, Sfidraka, Hala and Saari were famous kings as well as accom- 


plished poets. 
CHRONOLOGY OF HARSA’S WORKS ° 


Another interesting point that draws the attention of the scholars is the order in which 
Harsa might have written his works. Out of the three plays the dramatist wrote PD first 
RV next and Nag the last. However Devdhar and Sum in the introduction to RV hold 
Nag to be the second play and RY to be the last. But from the psychological and histori- 


cal point of view, it seems unjustified because of the following reasons. 
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1. It is never an accepted fact that the first creation of.a dramatist will always be 
the worst and the last the best. The degree of merit of the play doesn’t necessarily 
depend upon the advanced age of the poet. Ramearitamanasa is never the last produc- 
tion of Tulsi Das. However it has been acknowledged as the best of his creations. Simi- 
larly, Sumitra Nandan Panth, an established writer of Hindi literature, has presented the 


best of the productions in the beginning of his career. 


ts. 
2. The natikas of Sriharsa have been written in accordance with the rules of 
ee ae tee 
dramaturgy. So it seems possible that after writing both the natikas Sriharsa presented a 


nataka which is the best amoyrg the mpakas. 


3. Harsa became a convert to Buddhism during his last days. Instead of being 
immersed in various mundane activities, he preferred to be helpful, benevolent and kind 
hearted towards his subjects. Hiuen Tsang came in contact and influenced him most 
some ime niouna 643 A.D.. Afterwards, Harsa became a Buddhist. If Harsa would have 
written Nag before the arrival of Hiuen Tsang then Hiuen Tasng would have certainly 
mentioned his works during the description of his course of adventures. On the other 
hand Itsing who came India after 21 years of his departure has mentioned about Nag. So 


it is almost certain that Nag came out of the pen after 643 A.D. as Harsa died in 648 A.D. 
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4. From the psychological point of view, one may state that RY cannot be a work 


later than Nag. In RV one finds court intrigue where Udayana is hankering after his lady 
love, whereas in Nag the hero refutes the proposal of marrying Malayavati, a princess. 
Thus the chatneieneng of a sensuous hero running after physical love is seen in RY, But 
Jimutavahana spurns and shies away from such infatuations. Judged from the angle of 
dramatic representation and the scene of action there are certainly some demerits in 
Nag as compared to RV But one shouldn't forget that Harsa took the story based on 


vidyadhara Jataka. It is difficult to totally tamper with the original theme without ruf- 


fling the sentiments of the votaries of Buddism who were too numerous in his days. 


. 


5. There are clear evidences of Kalidasa’s Mal and Bhiasa’s SVD on PD. On the 
other hand, RV doesn’t display the lavish dependence on those two works and Nag be- 
trays almost nothing of these influences. The style of RV and Nag is more impressive 
and two plays display an improved technique in handling the plot. So it is natural that 
the poet must have been biased by earlier writings which were reflected in his initial 
work. Then gradually the author must have tried to show his originality in striking 

‘colours in his subsequent works. 

‘6. The theme of PD and RY centres around the love triangles enacted in the 

harem of Harsa where as Nag is.a religio-philosophical drama, which naturally comes 


out of deep experiene of life and reflection of a matured brain on it. 


Thus from all such above discussion it can certainly be ascrtained that Harsa 


‘wrote PD first. RV was written next and Nag came at last from his pen. 


CHAPTER-II — 


SOURCES AND INNOVATIONS 


A) ORIGIN AND DEVELOPMENT OF SANSKRIT DRAMA 


? = 


PRIYADARSIKA 
THEME , SOURCES, INNOVATIONS 
RATNAMSL 
THEME , SOURCES , INNOVATIONS 


THEME , SOURCES , INNOVATIONS 


B) ACOMPARATIVE STUDY OF HARSA'S PLAYS 


‘ORIGIN OF SANSKRIT DRAMA 


The origin of Sanskrit drama is an important aspect of study in che history of 
Sanskrit literature. Scholars give divergent views regarding this problem. Bharata’s NS 
is the earliest work on Sanskrit dramaturgy. There are many theories regarding the 
origin of Sanskrit dramas. The opening chapters of Bharata’s Natva Sastra trace the 
divine origin on the Sanskrit drama. There is a legendary account given in the book. 
Brahma created drama by borrowing elements of recitation from the Rgveda, songs from 
Samaveda, art of imitations from Yajurveda and sentiments from the Atharvaveda! Thus 
a drama is known as the fifth veda’. Siva and Parvati gave tandava and lasya dance. 
Visnu gave the iti. In Indradhvaja festival two plays of Brahma namely Amrtamanthana 
and Tripuradaha where staged by Bharata. . 


: 


Prof. Ridgeway? connected the origin of Sanskrit drama with the worship of 
dead ancestors. But the theory of Ridgeway does not.seem to be acceptable as Aryans 


_had almost minimum ostenation for the ritual of disposing the dead. 


I. NS. E17. 
2. Ibid., 1.18. 
3. Ridgeway, W., Dramas and Dramatic Dances of Non-European races, P.401 ff. 
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Scholars like Maxmiiller, Dr. Hertel explain that the drama originated from the didactic 
hymns of Raveda Because, in a drama the main medium of conversation is dialogues. 
There are many samnvada:siiktas in Rgveda. They are YamaYami samvada, Pururava 
Urvasi sarhvada. Indramarut sarhvada, Saramfpani sarhvada etc. J. Hertel * compares — 
the Suparnakhyana which he names as “Vedisches Mysterium” with the swangs of North- 


ern West India, which have been explained as half epical and half dramatic. 


But, this theory does not seem to be logical as there is only importance of dia- 
logues in such samvada siiktas of Rgveda. But, three important elements of a drama 
namely song, enGatment and sentiments etc. as said by Bharata are not seen in those 


dialogue hymns. 


According to Krsna cult theory it is sometimes said that Krsna worship might be 
the origin of Sanskrit plays. Krsna had rasalild with the ladies of “Gopapura”, In rdsalila 
there are dances, songs, dialogues and sentiment. The Mexican spring and crop festi- 
vals are observed with mimic dances and ceremonial dramas. Even Javanese shadow 


plays too have a religious character™. 


4. Hertel, J., Indische Marchen, P.344,367 ff as 
quoted by Winternitz, M HIL Vol III P-180 
5. Skeat, W.W. Malay Magic, P.503ff 
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But, this theory is also criticised saying that Krsna cult might have helped for the devel- 
opment of Sanskirt drama, but it might not have become the cause of origin of Sanskrit 


drama. 


Dr. Pischel ° proposes that the concept of puppet-play helped the origin of San- 
skrit drama. The stitradhara (holder of a string) and sthapaka appear the stage initially 
and introduce the plot, hero and germ of the play to the audience. As the puppets can be 
put to dance and move, similarly the characters are put to dance and talk. Even im 
Bhavabhuti’s Uttararamacarita is a replica of ancient indian shadow plays. 

But this theory has been criticised under the pretext that this does not give suffi- 


cient explanation regarding the origin of Sanskrit drama. 


MM Haraprasada_Sastri states the origin of Sanskrit drama is to be connected to 


festivals of spring as are seen in May pole dance in Europe’. So Indradhvaia festival .is 
the May pole festival. But this theory has been criticised because Indradhvaja festival 


comes at the end of rainy season. 


6. Pischel R. _Die Rezensionen der Sakuntala P.19, 
as quoted by Sekhar, I Sanskrit Drama , P.54. 


7. Journal and proceedings of the Asiatic Society of Bengal , V.Pp 351-361. 
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Prof. Weber and Windisch tried to prove that Indian Sanskrit drama was bor- 
rowed from Greece®. _Weber explained that Indians were in touch with Greeks for many 
years after the invasion of Alexander. The concept of yavanika , vidusaka and prati- 
nayaka etc. have been borrowed from Greek theatre. Even the descriptions in Sitabenga 
cave in Ramgarh hill in the district of Sarguja is a testimony of Greek influence on 


Indian Sanskrit drama. 


But this theory has been opposed by Pischel”. The concept of yavanika is a latter 


introduction. So Greek origin of Sanskrit drama cannot be accepted as the conclusion. 


The growth of Sanskrit drama has always been connected to royal patronage. 
Sanskrit drama passed through ages together. It is never a product ofa single day. Though 
Sanskrit drama has seen the rise and fall of Jainism and Buddhism, yet it never lost its 


charm. So only one theory cannot be the real cause of the origin of Sanskrit drama. 


8. Keith, A.B. Sanskrit Drama, P.57; 
Weber, Indische Studien II ,148. 
Wi tis } D . hi I Ei fl . I ti i D 1882 
9, Sekhar I Sanskrit Drama Origin and Decline, 
"P54; Pischel, Die Rezensionen der Sakuntala P.19 


« 
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- CLASSIFICATION OF SANSKRIT PLAYS 


Sanskrit literary compositions are of two types. They are stavya and drsya. 
Stavya kavya refers to the compositions which are read and heard. But on the other 
hand drsya kavyas are seen and heard. The dramaturgists also classified Sanskrit dra- 
mas into two types. They are nipakas and uparipakas. Visvanatha kaviraja in SD gives 

- an exhaustive list of ten varieties of nupakas and eighteen variety of uparupakas. 


The rmpakas 10 are :- ; . kent 
nataka, prakarana, bhana; vyayoga , samavakara, dima, ihdmrga anka, vithi and prahasana. 
The uparupakas are :- 


. As Harsa’s one of the plays namely Nag is a nataka and two others namely PD 
and RV are natikas a keen observation of the definitions on natakas and nitikas is 


necessary. 
Rhetoricians like Visvanatha is SD and Dhanafijaya in DR have defined nataka. 


10. ntakamatha prakaranam bhanavyayoga samavakaradimah / 
ibdmrgankavithyah prabasanam iti rupakani dasa // SD VL 3 
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In a nataka a hero should posess all the attractive qualities like self control etc. 
He should be glorious, desirous of getting reputation, enthusisatic, preserver of all three 
vedas, a ruler, or a royal seer or a God. The principal subject matter of the nataka should 
be the incident for which the hero is ened There should be the employment of five 
sandhis, arthaprakrtis and arthopaksepakas. There should be sixty four sandhyangas. 
Pataka, prakari and viskambhaka should be used in respective places . Either vira or 


stigra should be the principal sentiment. Other sentiments should be subsidiary ones. 


atal n khva h syat nv {hi : / 
il: i} adi i i e eed ibhitibhih Hf 


ree fhhiih cfndtasa nigitaram- / 
pafdcadika dasaparas tatrddka parikirtitah — // 

cic a peat Unnamed Mecavan 7 
divyo tha divyadivyo va gunavah ndyako matah  // 
eka eva bhaved angi srngara vira eva va / 
angam -anve rasah sarve karyo nirvahanedbhitah  // 
catvarah pafica vi mukhyah Katya vydprtapurusah / 
 gopugchfgrasamanam tu bandhanarh tasya Kirttitam //!! 


There are many plays of Bhasa , Asvaghosa, Kalidasa Harsa etc. which may 


come under the head of natakas. 


Tis SD VI. 7-11. 


4] 
Similarly the paribus are secondary in form and nature. 

In a natika the plot may be taken from a prakarana. - Usually the hero is a king of 
dhiralalita type. Srigira is the main sentiment. This natika should be represented by 
four acts. The heroine is almost always near the hero*because of her connection with the 

a h¢erem. There shall be more female characters than the male ones. The hero remains 


apprehensive of the chief queen. 


prakhyato dhiralalitas tatra syannayako nrpah // 
syadantah purasambaddha sarhgitavyaprtatha va / 
navanuraga kanyatra dayika orpavamsaja // 
saipravarteta netisyach devyastrlsena sathkitah / 

devi bhavet punar jyestha pragalbha nrpavarhsaia // 
veitih syit kaisiki svalpavimarsih sandhayah puna // '? 


‘There are many plays like PD and RV etc. which can come under natika type of 
‘drama. | 

The difinitions of nipakas and upanipakas must have been in accordance to rules 
of dramaturgy available to them-during those days. Of all types Hatakas and natikas 


attract the audience. So there are many plays in datikas and few represent other types. 


12. SD VI. 269-272. 
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DEVELOPMENT OF SANSKRIT DRAMA 


Harsa belongs to the first half of 7th century A.D. Historians have come to this 
conclusion that he reigned between 606 to 648 A.D. Thus Bhasa, Saumilla, Kaviputra, 
Asvaghosa, Sudraka and Kalidasa preceded him. Hence, he inherited their dramatic 


legacy. Therefore, a survery of their works becomes imperative. 


Kaviputra and Saumilla have been referred to in the prastavana of Mal by 
Kalidasa!>. But unfortunately none of their works have come to us so far. But, it can be 
deduced that they were great dramatists, because Kalidasa has referred to them with 
reverence in his works. Apart from these two Bhasa’s name also figures in this prast@vana. 
He was an enigma upto 1912 when T. Ganapati Sastri edited and published 13 dramas 
and ascribed them to Bhasa!+. Therefore Bhasa becomes the oldest dramatist whose 
works are available to us. Bhasa draws his theme from MBH, Ramayana, Puranas and 
contemporary floktales. Out of his 13 plays six plays depend upon MBH for their theme, 
two from Ramayana and rest five from purana and folktales. From this it is clear that 
Ramayana and MBH got their present form by the time and excercised sete influ- 


“ences on the people. It is probable that dramatists of pre-Bhasa days might have used 


these two grand epics as their sources. 


13. bi fo-m ‘phisa illakakavi adinai 
prabandhanatikramya vartarmahakaveh kalidasasya 
kriyayam katham bahumanah-/ Mal I. prastavana. 

14. Wintermitz, M. History of Indian Literature Vol. Il, P.201 
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Bhisa himself shows this trend because eight of his 13 plays depend upon the 
grand epics. Of these two grand epics MBH supplies greater wealth of episodes. Hence 
dramatists always have drawn upon it for most of their dramatic themes. A critical 
survey of Bhasa’s plays reveals that the zenith of excellence attended by him in plays 
drawing upon MBH episodes, is not matched by plays dependant upon Ramayana epi- 
sodes Bhasa’s SVD is the acme of perfection. It reveals his style, philosophy of life and 
dramatic excellence.. In Vasavadatt&’s character we see all the noble characters like 
‘- broad heartedness, tolerance, nobility so common a trait in Indian women. Similarly his 
Udayana appears to be a lover par excellence deeply attached to Vasavadatta whom he 
never forgets even in death. Behind his characters we see the pictures of the then 
society, the ideal and philosophy that moulded the way of life of India of those days. Not 
only Bhasa gave an attractive dramatic form to the old Indian tales and myths but he 
painted a picture of ideal society where husband wife, friend, relations, mother and son 


etc. come to our front in bold colours. : 


The firawiatie teachnique of Bhasa is powerful and all pervading. He has influ- 
enced the later day dramatists to a great extent. His language and style are simple and 
forceful and free from artificiality. He does not have a tendency to show off his learning. 
Therefore his plays appear so attractive to us. He is a trendsetter and all subsequent 


dramatists have drawn upon his treatment and try to refine it in their own way. 
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After Bhasa we come ickass Asvaghosa. In 1911, H.Luders discovered a fragment of a 
drama of Asvaghosa from Turfan!>. His one and only drama is Sariputta_prakarana. 
Asvaghosa being a Buddhist himself is handicapped by the religious belief which forced 
him to choose only Buddhist themes for his literary creations. Therefore, the secular 
attitutde of Bhasa is missing in bitin But Asvaghosa has greater mastery over the art. He 
is an expert in presenting complexities of life and thought in forceful way. So his drama 
Satiputta prakarana must have influenced subsequent writers whose works are unfortu- 
nately lost to tis, Harsa might have been influenced by him for his Nag whose Buddhist 


leaning is obvious. 


After Asvaghosa, Siidraka appeears before us, whose Mrechakatikam is a play 
of unconventional type but of no mean merit. Sudraka is indebted to Bhasa, because his 
Mrcchakatikam is based on Carudattam for its theme and execution. Technically his 
drama is called a prakarana. Siidraka is a dramatist of tremendous importance. His 
Mrechakatika is acknowledged by all and sundry to be the best prakarana. His treatment 
of the theme is novel and strikingly original. He is an adept artist to paint the com- 


16 


plexities of life and vicious turns in a unique manner , not commonly seen in other 


dramatists. 


ew 


15. | WZKM, 27,40.f. 
16.  Winternitz , M. History of Indian Literature, Vol III. P.231 
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He fmainiaing a perfect balance between the theme and sentiments in his spirits. As 
compared to Bhasa the execution of the theme appears to be complex. The conflicting 
situations of tife, have been painted dramatically in it. ‘Stylistically Bhasa’s influence is 
seen everywhere in his play. Suidraka’s style is full of prasada guna and dialogues add to 
its charm. He has ironically painted various facets of life which is not seen in Bhasa. 
Humour, laughter, irony are his forte. He is the only dramatist after Bhasa who paints 
the lower strata of society and gives prominence to them. His hero is neither a king nor 
a divine being, but a poor but ideal man who has lost his riches. Though of a brahmin 
" parantage, his hero is given to the profession of a merchant. This is a striking departure 


! 
from the conventional and beaten path and here in lies the popularity of Sudraka. 


Next-one can come to Kalidasa. Kalidasa is undoubtedly the greatest dramatist. 
He has never drawn upon Ramayana for his themes. His masterpiece, Abhijnana - 
Sakimntalam (SK) is based on the Sakuntalopakhyana of MBH !”. His other two dramas 
Vikramorvasiya and Malavikagnimitram draw upon Vedic and Puranic themes respec- 


tively. The later two dramas prepare the fertile ground for his master piece SK. SK 
reveals the philosophy of life based on tyaga and tapasya, renunciation and penance. 
The depth of hurnan feelings and beautiful descriptions of natural beauties are not com- 


monly seen any where . Kalidasa hankers after the softle feelings of truth in 


17. MBH Adiparva ch.67-74. 


his dramas, a harmonious combination of poetry and drama is seen!® His style is mainly 
of vaidarbhi style devoid of verbosity and lengthy compounds. His dialogues are full of 
suggestion and deviod of complexities. Characters are life-like, natural and reveal the 
understanding of the complex human nature. Therefore critics of both eastern and west- 
ern have showered unstinted praise on his SK . The acme of perfection attened by SK is 
unrival and no other dramatist has surpassed Kalidasa in dramatic technique, in pre- 


sentation of various sentiments and judicious characterisation. 


Kalidasa must have been followed by other dramatists, but the prefection of his 
art is responsible for their extinction, we don’t come accross any drama of note of post 
Kalidasa period until Sriharsa bursts forth on the scene. This intervening period be- 
tween Kalidasa and Stiharsa must not have been a barren track, but the popularity and 
high level of perfection seen in. Kalidasa could not be matched by less gifted dramatists 


Hence their works of art did not survive the ravages of time and clime. 


18. Ryder, Kalidasa Intro. III, PP. XVIII-XIX. 
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SOURCES AND INNOVATIONS 


Sanskrit dramatists rarely distinguished themselves for originality in the inven- 
tion of the plots for their literary creations. It is true that certain dramatists like Bhasa 
and Siidraka have invented their own plots for their works, but their number is so less 
that, it doesn’t contradict the above assertions. Generally dramatists draw upon the two 
great epics, the Ramayana and MBH and such treasures of folk-lore as the Brhatkatha of 
Gunadhya or Somadeva’s Kathasaritsagara or Ksemendra’s Brhatkathimaniari. Kalidasa, 
Harsa, Bhavebhiiti, Bhatta Narayana, Visakhadatta and others have taken the works of 
their previous authors into considerations for knitting their own stories. This of course 
doesn’t disparage the dignity of the dramatic work. Because, the real skill and credit of 

ee 
a poet does not lie on the near plot rather on the manner in which he builds his edificé on 
the foundation of that plot. However, the selection of the plot known to the public has 
certain advantages. The familiar plot appeals to the audience most, because the audi- 
ence likes to see the familiar characters enact in new circumstances which the poet’s 
ingenuity bins created for them. Thus the dramatist’s art is prominently attended to by 
the spectators in the unfamiliar situations through familiar characters. Thereby, the 


specatators are enraptured by the novelity of the plot. 


Harsa distinguishes himself as an established dramatist. He could wield the pen 
as well as sword with equal felicity and his three dramas PD, RV and Nag testify to his 
literary skill that has own him such high reputations. 


< 
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4 - 
THEME OF PRIYADARSIKA 


The PD is a drama of four acts. It describs the union of Udayana and Priyadarsika, 
daughter of king Drdhavarman, king of Angas. She is betrothed to king Udayana. Be- 
fore the celebration of marriage, Drdhavaman has been captured by Kalinga king and 


Priyadarsika has been admitted to the harem of Udayana under the name of Aranyik&, 


Once Vasavadatta observes a fast on an acduspicious ceremony. Aranyika and 
Indivarika were - plucking lotuses for the Queen. There the king Udayana and with 
vidtisaka are over whelmed to see the beautiful damsels. When Aranyika is attacked by 
some bees and cries for help, the king approaches her, rescues and flatters for love. 
Aranyika feels delighted to find the king to come to her rescue as she has been betrothed 
’ by her father. She is smitteri with love. Manorama, the female servant of the queen 
declares that a mimic play composed by Samkrtyayani would be staged where manorama 
can play the role of the king Vatsa and Aranyika the role of the queen. Manorama and 
vidusaka discuss about the love-lorn conditions of both the king and Aranyika for each 
other. In the presene of all royal inhabitants the mimic play starts. Anais plays the 
role of the queen Vasavadatta and king himself plays his own part, in stead of Manorama. 
In the play the king and Aranyika play in such an intimate manner.that the queen feels 
dejected and goes away. On her way she finds vidusaka sleeping. He exposes the secret 
trick regarding the play to Vasavadatta. Then Vasavadatta imprisons both Aranyika and 


vidusaka. 
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After some days Vasavadatta receives a letter from Angaravati regarding the dif- 
ficulties of Drdhavarman. But Vatsaraj Udayana says that he has taken all precautionary 
measures to ruin Kalinga, and Vijaya sena has been despatched to do the job. Vijayasena 
and Babhravya come to the stage by conquering Kalinga. By this time Manorama rushes 
to the spot and reports that Aranyika has taken posion. Aranyika appears ‘a the stage / eJ 
where Vatsaraja curses her by his magical formula. The chamberlain recognises her to 
be the lost daughter of the king Drdhavarman. Vasavadatta also recognises Priyadarsika 


to be her cousin and asks the king to marry her. 
= 
SOURCES OF PRIYADARSIKA 


“It is important to note that Harsa doesn’t follow blindly any of the earlier ver- 
sions of the Udayana legend. He has adopted some essential features of the ancient 
legend to construct the plot of the play in which he has ingeniously introduced a number 


of new incidents and situations to heighten its dramatic effects. 


The story of PD is more or less related to the ancient Udayana literature. In 
ancient India the romantic adventures of Udayana has been very)? popular. Because 
many poets like Kalidasa in Meghadiitam, Stdraka in Mrcchakatikam, (Yaugandharayana 


ivo’ dayanasya rajfah) Bhasa in SVD and Pratijidyangandhardyana. Subandhu in 
Vasavadatta deal with the romantic adventures of Udayana. 


19. pradyotasva _priyaduhitaram vatsarajo ‘ tra jahre / 
Meghaditam (purva). 33. 
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ORIGINAL UDAYANA STORY IN ANCIENT LITERATURE 


The semi legendary life of king Udayana is narrated in the Brhatkatha of 
Gunadhya, which is lost to us, the construction of the framework of PD has been done 
on the light of the love story of Bandhumati of Behatkatha The Kathasaritsagara of 
Somadeva Bhatta (11th century A.D.) and Brhatkathamahiari of Ksemendra (11th cen- 
tury A.D. ).mostly deal with the romantic adventures of the king Udayana. These litera- 


ture give the account of Udayana in the following manners. 


Sahasranika married Mrgavati the princess of Ayodhya who happens to be the 
daughter of Krtavarman. Mrgavati has the pregnancy desivé of bathing in a pool of 
boiled water. Thinking to be a pray, one bird of Garuda race snatches her away and 
leaves her on the rising mountain. Later on she is taken to the hermitage of Jamadagnya 
where a son is born to her. He is named as Udayana. On another occasion Udayana 
helps serpent Vasunemi from some danger. So as a sense of gratitude vasunemi gives 
Udayana a lute called Ghosavati and some unfading garlands. Udayana after becoming 
a king indulges in hunting and taming elephants by the music of the lute. Being captured 
by Pradyota Udayana is asked to teach music to Vasavadatta the princess. Finally Udayana 
falls in love with the princess and in one night elopes with her to his kingdom, by the 


help of his minister Yaugandharayana. 
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The play of Harsa i.e PD represents the romantic adventures of Udayana with 
Aranyika, the daughter of king Drdhavarman. Exactly this kind of story is not men- 
tioned in the KSS. The love story of Udayana with a princess Bandhumati who is a 
captive, is mentioned in KSS. It has some resemblance with the story of PD. The text in 


- KSS relating to Bandhumati story runs as :- : 


kim ca. bandhumatim nfima rjaputrich. bhujddjitam / 
gopalakena prabitaim kanyam devya upayanam // 
tatha manjulike tyeva amndnyenaiva gopitam / 
aparam iva lavanyajaladher udgatam -srivam // 
vasantakasahayah san. drdstvodyane latagrhe / 
gandharvavidhiria guptamupayveme sa bhupatih // 
tatca vasavadattdsva dadarsa nibhrta -sthita / 
pracukopa _ca baddhva ca sa nindya vasantkam// 
Sa samkrtyayanim ith ufina doragam slefive nenab 
sa tam _prasidva mahisim_ taya -saiva krtdjflaya / 
dadau bandhumatim rajiie pesalam bi satimanab // 
tatastamn bandlfhad devi sa mumoca vasantakam / 
sa cagaty Agrato fajfirh hasan iva jagda tim // °° 


20. KSS IL.6. 76-73 


& 


Prof. Kale 21 considers that Harsa might not have taken the story of PD from 
KSS or even Brhatkathamaiiari though KSS and Brhatkathamanijari are the abridged 
versions of Brhatkathia. Because these are the works of 1]th. century A.D. and Harsa 
belongs to 7th. century A.D. Kalidasa, Subandhu, Siidraka and Bhasa etc. must have 
taken the story relating to Udayana from_Brhatkatha as it is a work of Ist century A.D. 
Even now the original_Brhatkatha is lost. In addition to KSS and Brhatkathamahiari 
there is Brhatkath@slokasanigraha by Buddhaswamin. Only 28 contos of this work are 
available to us. The whole Udayana story is naratted there including the relation with 


the serpent and acquisition of the lute etc. 


The plot of PD is similar to that of the story of Bandhumati in the sense that the 
names of the characters like Udayana, Vasantaka, Vasavadatta, Sarhkrtyayani etc. are 


common in both. 


Thus some scholars like Kale”* ccnsider that Harsa perhaps took the thread of 
the story from Bandhumati episode. This episode might have been narrated in great de- 


tails in the Brhatkatha. 


21. Kale, MR. Privadarsik® Intro. xxvi 
22. Ibid., XVII. 
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Besides KSS we find PD depending upon Kalidasa’s SK and Mal. Madhavasena 
wants to unite Malavika with Agnimitra through conjugal relationship. In PD also 
Drdhavarman tries to give his daughter Priydarsika in marriage to Vatsaraja”>. Both 
Madhavasena and Drdhavarman are imprisoned?* by their respective enemies. Later on 
both are released by Agnimitra and Udayana”> respectively. The minister of Madhavasena 
tries to bring Malavika to Agnimitra. Similarly in PD also the chamberlain Vinayavasu 
performs the duty of bringing the princess to the king. But both of them fail due to some 
accident So, in Mal. Virasena brings Malavika to queen Dharini for the responsibility 
and in PD also Vijayasena brings Priyadarsika to the King Udayana”® .who asks 
Vasavadatta to take care ofher”’. Both have learnt the art of music. In some occasion 
both are seen by the heroes. In Mal the hero is united with heroine by the arrangment of 
dance of Malavika. In PD also the king plays the role of Udayana character”*in Kaumudi 
festival for a secret union with Aranyika. The charater of Kauéiki is similar to that of the 
chanictevor Samkrtyayani. Due to the fault of vidugaka in both the plays the hero’s love 


affair is caught redhanded by the chief queens””. The influence of the poison of serpent 
23. _...devasya -drdhavarmano _mat _prarthya manapy -anena 
24. _... Drdhavarma _tataste / tasya samadhikam samvatsaram 


25.  Vastsarajaprabhavat -punah tadavastha meva raivam/ _— bid. .IV P.57 
26.  Vijayasena -..... Vindhvaketoh vesmany _abhijatyanurtipa 
__kanyak@ tadduhitety asmabhiranita dvari tisthati / Ibid., I. P.10. 
27.  gitanrttavadyadisu visista kanyakocitarh sarvarh siksayitavya / Ibid., I P.10 
28.  tadigatya svayameva -svam bhumikath kurvanah = 
_Samagamotsavamanubhavatviti / Ibid. I. P.34. 
29, Vasantakah Khalvaranyikdvttantanatake siitradhatah / Ibid. INI. P.42 
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for vidiisaka in Mal is a source for the same incident occuring in PD for Aranyika. At the 


end, final union takes place in both the plays. 


PD also depends upon SK of Kalidasa. The bee episode in SK is altogether the 
same in PD. In PD the heroine is intensely agitated by love for Udayana. In SK also 
Sakuntala appears to be tortured by love. Againin PD we find an expression relating to 


kafictikiya. . 


antahpuranam | : ana vih itavvav: a asthah 
pade pade ham skhalitam raksan / 
sarvash nrpasyanukaromi vittam / — PDIII-3 


This is similar to the expression seen in SK of Kalidasa. 


ya vetrayastir avarodhagthesu rainah / 
prasthana viklavagate ra'valambanartha // SK V-3 


Being appointed in the harem of the king, Dusyanta, the cane stick which the 
kaficukiya had adopted as a matter of dignity has become useful for the support of the 


body because of his old age. 
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Even from the view point of expression there are some similarities between PD and SK. 


A few examples may be cited. 


l.a) -sarilapa iva srivate />° 

b) “alia iva sclivate /*! 
2.a) na mama tvayi sathbaddha pralapinya proyojanam / ** 

-b) imam asthbaddhapralapinim Priyamvadam / 33 | 
3.a)  sakalaprthvi paritrana samarthena 
, y, 13) avarana 34 

b) prthivyah yah shranam sa tava samipain vartate /°° 
4.4) sadpsih sadrsé rajiante iti dvavatron mattau /°° 

b) sara sagan visi py timp jt 
5, a). urvimuddama sasyém janayatu 

vistiat vasavovestimistam /°* 


: 
> 


30. -PDIL p.l7 
31. Tripathy R.5., SKI. p.34. 


32. PD Ii. p.18 
33. SKp.72 

34. PDI. p.20 
35. SKIT p. 178. 
36. PDIIp.33- 
37. SKVp.310 
38. =PDIV.12 


39. SK VIL34 
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: i - 
INNOVATIONS IN PRIYADARSIKA 


> 


e 


Novelty does not even symbolise pure inventiveness. The writer picks up the 
material for the plot from different sources of the existing literature. Thus, it is the 
credit of the dramatist to present the old familiar things in a novel manner. It is in such 
process traisformation of material that a writer’s originality and the art can be tested 
properly. Harsa tries to exhibit his originality, idealism, and subtlety in his giving a new 


shape the old episode. 


A close scrutiny of the plot of PD at once convince that there are many additions, 
alternations and deviations in the natika from the main story of KSS , Mal, SK and 


.SYD which are too glarring to ignore. 


As the author of the PD has presented a work on Udayana story, so the connate: 
tive study of the theme becomes inevitable. Though it can be said without demure that 
the thought, purpose, inspiration and goal embodied is the natikd is a direct influence of 
the KSS, yet the speciality in the composition of the natika PD as a literary. work is 


clearly disce:nible to the sensible readers. The external beauty, the employment of spe 
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cific style, the verses having varied motifs, the selection of proper words for delineation 
of different sentiments and the construction of plot are considered to be some what 
novel and striking elements of the poetic ingenuity of the author. It can be pointed out 
that a part of the theme of the Brhatkatha has been taken for the plot construction. 
The style of the SVD of Bhasa is employed for the development of the theme. Ideas and 
Styli¢stic representations are taken from Mal and SK Still then the dramatist his suffi- 


ciently exhibited his imaginative skill. 


The KSS represents the story of Udavana relating to Bandhumati. Though the 
story has a little resemblance with PD, one comes across a number of glaring differences 
in the idealism expressions, depiction, development of the plot and axiomatic principles 
in both these works. However, it is evident that though Harsa is highly indebted to KSS 
Mal, SK and SVD for the composition of the PD, yet he displays profuse poetic and - 
draniatic skill so far as his own innovations, imaginations poetic expressions and modi- 


fications of the plot are concerned. 


THEME OF RATNAVALI 


RY is a play (natika) of four acts. It describes the ultimate union of Udayana 
with Sagarika i.e. Ratnavali the princess cf ceylon, as planned by the minister 


Yaugandharayana. 


Ratnavali, the daughter of Vikramabahu has been betrothed to Udayana and sends 
her to Udayana. During dhe hip wreck Ratnavali could reach Udayana’s court in a 
helpless condition. She serves the chief queen Vasavadatta as a maid servant under the 
assumed name of Saaarke in disguise. In the spring festival while the queen Vasavadatta 
worships Udayana, Sagarika watches the king from a distance and falls in love. She 
- portrays the picture of the king at the time of her friend Susamgata’s arrival. She comes 
to know the secret affair of Sagarika and adds the picture of Sagarika near the painting 
of the king. Suddenly a monkey comes before. Frightened to the core, Sagarika goes 
inside a room along with Susanigata. Their secret conversation regarding the love is 
heard by a myna. It flies away and discloses the whole story to the king. The king finds 
the picture along with vidusaka. In the mean while the chief queen Vasavadatta comes 
and finds the picture and tries to know the secret. For the union of the king with Sagarika, 
Susarhgata chalks out a plan where during night Sagarika would be dressed like VaSavadat- 
ta and would be taken to Madhavi-bower by vidiisaka. This secret meeting has been 
disclosed to the queen Vasavadatta. So Vasavadatta comes to meet the king in night. 


When the king adresses Vasavadatta as Sagarika, she gets angry. The king feels 
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extremely sorry for this and apologies in vain. Vasavadatta leaves the place unappeased. 
‘On the other hand, Sagarika suspecting her plot being disclosed, tries to commit suicide. 
The king comes forward to save her when the queen Vasavdatta comes and finds them in 
a romatic position. So she becomes puzzled and goes away. The queen imprisons 
Sagarika. There comes a magician who creates artificial fire in the harem where Sagarika 
was kept imprisoned. The king releases her, finally the union takes place among 
Rumanvan, Babhravya, Vasubhiiti, Udayana, Vasavadatt@ and Sagarika. Then Vasavadatta 


asks Udayana to marry Sagarika. 


SOURCES OF RATNAVALT 


In Sanskrit literature the borrower always‘enriches his works with the treasures 
of others. Harsa is certainly a borrower gifted with supreme intellectual power, imagi- 
nation and inner vision. It is true that he has taken some of the ideas from his predeces- 


sors but his mode of expression is such that it appears as his own creation. 


The skeleton of RV can be traced in the Brhatkatha of Gunadhya. But as the 
Brhatkatha is lost one can get the reference in KSS of Somadeva and Brhatkathamaftiari 


of Ksemendra. There is also striking resemblance with the erotic episode of KSS 
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In KSS it is narrated that Yaugandharayana, the most intelligent minister of 
Udayana tried to establish marital relationship between king Udayana of Kausambi and 
Magadha king, Pradyota’s daughter, Padmavati. Even the siddhas had announced that 

Padniavati would certainly marry Udayana_.some day. So the announcement of 
Vasavadattis death on account of fire in Lavanaka was made and finally the marriage 


took place. . 


Humbler poets unconsciously designed their works on the plots of great masters. 


This is apparent in the RY, in which plagiarisms from K4lidasa’s plays are also obvious. 


A close comparision between RY and the various works of Kalidasa brings out 


the borrowings in RV, 
In Harsa’s plays instances of borrowing are numeroiis. Keith’s defence that 


Harsa is a clever borrower is not justified because his dependance on Kalidasa is very 


clear. It can never be regarded as a coincidence in any way. 


(40) Sanskrit Drama p.176. 
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Bees tormenting the heroine in the first act of Saigutala 41 the heroine’s depar- 
ture from the sight of the lover, arrangement of meetings made by Nidiigaka his exposi- 
tion of truth in half-asleep unconsious state the confinement of the heroine by the queen, 
the usage of magical tricks and drugs to encounter the effect of poison etc. as in Mal 


establish a lot of resemblances between Kalidasa’s works and Harsa’s works. - 


Even though the right eye throbs there is no hope of getting the aspired result of 
union’?. There are parallel expressions in the SK. The king says that his right arm 


throbs”. There can be no possiblity of it’s result. 


In the IInd act of RV the heroine says that she can draw portrait of Udayana and 
derive pleasure by seeing it’*. Kalidasa has similar type of expression in his 
Meshaditam*>. CO 


vt 


(41) hala , paritrayetham mamanena durvinitena 


madhukarena bhibhiyvamantm/ SK 1. P52 . 
(42)  daksinam spandate caksuh phaladkariksa na me kvacit/ RV I. 
(43) sphurati ca bahu kutah phalamihasya / SKI. 15 


(44)  nfSti tasya janasynyo darshnopaya iti , 
yatha tathd likhya enam preksisye / -RVIIP31. | 
(45) tvamiélikhya pranayakupitim dbaturagaih siléydm / 
eye sapatitath ‘vavad icchaia | ij 


Uttara Megha - 45 
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In RY it is said regarding the love of Sagarika 


pranaya visadam drstim vakre dadéti na sankita 
vadati bahuso gacch4miti pravatnadhrtapy aho 
ramayatitariim sanketas thd tathfpi hi Kamin! // “6 


A similar expression can be seen in SK. The king says about Sakuntala’s apti- 
tude towards the king. 

snigdham -viksitamanyato -pi nayane yat -prerayantya taya /*” 

Again with regard to the description of beauty of Sagarika, Harsa has described 
that such kind of beauty is certainly rare in the world. Even the production of such a lady 


seems to be very astonishing. 


: se oe, Wx h iti/ 48 
Similar citation can be heard from the SK, the work of Kalidasa. The king describs 
the beauty of Sakuntala as, that how can mortal women have such a beauty in them ? 


The flash quivering with effulgence never rises from the surface of the earth . 


(46) RV JIL9 
(47) SKII.2 


(48) RVILp.53_ 
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asya rupasya sambhavah / 
na prabha taralam jyotir 
udeti vasudhatalat // *? 


These expressions illucidate that Kalidasa not only influenced Harsa, but Harga 
on the other hand intentionally chose those places and occassions which touched him 
the most and presented them in his own plays as his own. This may be noted that in . 
ancient India such examples of Harsa might not have been assumed as borrowing in the 
form of plagiarism but rather have been considered to be the most original in ee 


presentation. 


The play opens with an account of the spring festival a. when the God of love 
was worshipped> I and coloured water was observed by merry men and mirthful maids 
on each other>”. The custom of throwing red powder and coloured water still exists all 
over India, but has now appropriated to himself the worship which in ancient times was 


offered to tie God of love. 


(49) SK.1.23.° 
(50) _....sasrikatdm madanamahotsavasya / RVLP1 
(51) ....bhagavatah kusumayudhasva puja nirvartayitavva / RVI P.17. 


(52) RV 10.11. 
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The queen goes to the garden to offer worship to the God of love and requests the 
presence of the king on the occasion. A lovely attendant of the queen, Sagarika by 
name, whom the queen had jealously guarded from the king’s eyes, comes also to the 


garden, and she looks at the king from behind a tree>> and falls in love with him. 


Sitting alone in the garden, the love-striken maiden draws the likeness of him 
who has Golen her heart, but is discovered by a fellow-attandant who is equally profi- 
cient in painting and who draws by the portrait of the king likenes of Sagarika herself 2 
The double portait is lost through carelessness and is somehow picked up by the king, 
who falls in love with the maiden whose picture he finds by his own creation’>. It is 
impossible not to find to this plot a counterpart of the story of Agnimitra, who falls in 


love with his queen’s attendant on looking at her portait. 


_ Like Kalidasa’s. Dusyanta, the king picks up the lotus leaves which had heen 
applied on Sagarika’s feverish person, and finds in the pallid circles there in the counter 


of the maiden’s well proportioned bosom. 


(53) tad yavadanena _sindhuvara vitapena apavarita 
sarira bhiitva prekse / = RV ILP.25 
(54) ial alikhya * atl ° is ~ . / 
Sagarika - Susanigate ! kasmat tvayahamatralikhita / RV II. P33 
(55) yidiisaka - bhoh etat khalu tadvanmaya bhanitam / : 
RV II. P45. 
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Soon after the lovers meet,but as usual the meeting is interrupted by the untimely ap- 
proach of the queen? © Once again the queen finds undeniable evidence of the kings 
love for Sagarika> the king, like Kalidasa’s Pururavas, falls at her feet®, but the queen 


retires with ill supressed resentment>. 


The amorous Sagarika is, like Malavika, locked up by the angry queen”. A 
magician then comes from Ujjaini to show off his feets”!. Soon after the place seein to 
be on flame, and the king rushes into save Sagarika®, who was chained inside, and 
rescues her; but the flames disappear; it was only a feat of the magician ! When Sagarika 


is brought out she is recognised to be Ratnavali the princess of Ce lon®? and like 
g Pp y: 


Malavika, Ratnavali is at last made over to the king by the queen herself**, 


(56) RV Ip. 56, 
(57)  asavadatta - aryaputra, satyamevaham sagarika / 
tvam punah sagarikotksiptd hrdayah sarvam eva sagarikamayam 


preksase / RY, III.p.75 
(58) 1j2- devi evanipratyaksadrsta vyalikah kim bravimi/ 
tathapi _vijnapavami / (pidayoh patati) RV III. p.76. 
(59)  kathamakrtvaiva -prasadamh gata devi / RY. IIL. p. 77 
(60) Vasavadatta - kaficanamiale ! etenaiva Jatapasena © 
E : * a i a . / 


etfrh ca durvinitim kanyakamagratah kuru / ~ RVIIL p. 83. 
(61) esa khalijjayinital iddhir ndmaindraialika aeatah / 
tat preksatamenamarvaputra iti/ RV IV. p. 95 


(62) RVIV.1 
(63) RVIV:P. 107 


(64) “@ryaputra ! praticchainam / — RV IVp. 112 
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Thus we find that there is a ‘strong influence of Mal over Harsa’s RV and PD. 


This has been supported by scholars also°>. 


; P . 
S. Ray Be poits out that SVD of Bhasa might have been the source of inspiration 

—— la 
for Harsa’s RV, Because, Bhasa’s SVD and Pratijhayaugandharavanam deal with the 
Udayana legend. Hence, Similarity of expressions, tecnique of plot consturction are 


seen in RV and PD. 


(65) Tiwari, RS., Mahakavi Kalidasa p. 383. 
(66) RY Intro: p. 13. 
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THE STORY OF SVAPNAVASAVADATTAM 


Udayana on returning from his hunting expedition hears that Vasavadatta and 
Yaugandharayana are burnt in fire of Lavanaka. On the other hand Yaugandharayana 
who disguisHes himself as an ascetic, manages to put VaSavadatta in the charge of 
Padmavati the sister of Darsaka, representing that she is his sister whose husband has 
gone abroad°’. Vasavadatta thus lives in the company of Padmavati under the assumed 
name of Avantika. In course of time Udayana marries Padmavati. Once Padmavati 
suffers ftom headache™ and it is arranged that she should sleep in the ocean pavillion”, 
where Udayana goes to comfort her. But without finding anybody he sleeps there”? 
Vasavadatta comes to comfort Padmavati and mistakes the king for Padmavati and sits 
besides him’! The king dreams of Vasavadatta, and talks with her in his dream. 

A messenger arrives from Ujjain with a portrait of Udayana with Vasavadatta’ 
with congratulations from Mahasena and his queen on the complete victory of Udayana. 
Padmavati ‘indentifies the lady in the picture to be her maid’? whom her brother once 
left with her. Now Yaugandharayana appears on the stage and explains the whole plan 


for acquiring the lost kingdom. Thus the drama comes to a happy conclusion. 


(67)  prositabhartakam icchamy atrabhavatva 


kaficit kalam paritpa lyamanam / SVD I p. 16 
(68) . bhartrdatika padmivati sirsavedanava dubkhiteti / SVD Vp 80 
(69)  sama:dragrhake kila sajyastimna / SVD V. p. 80 
(70) SVDV.4 
(71) SVDV.p.92 
(72) esa citraphalaka tava sakasarh presita / 

etam drstva nirvrto bhava / SVD VI. p.116. 


(73) ham / atisadrSi khalvivamirvayah Gvantikiyah / SVD VI. p.116 
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From the above story of SVD of Bhasa, it is clear that the basic structure of RV 
and SVD is altogether the same. The basic purpose of the attainment of emperorship by 
Udayana seems to be through the marriage of a princess. The spread ofa false rumour of 
death of Vasavadatta is employed to secure the princess for the king. 

Even in both the plays we find the similar expression of thought. There are 


examples. 


In Bhasa’s play SVD the king asks Yaugandharayana as regards to his intention 
of keeping Vasavadatta with Padmavati’*, Harsa is his RV also utilised this method. 
Udayana wants to know the motif of Yaugandharayana behind placing Sagarika near 


Vasavadatta’>. 


In SVD after the marriage of king Udayana with Padmavati, Yaugandharayana 


meets the king and begs apology for his deed without obtaining the latter’s permission’®. 


Similarly in RV also Yaugandharayana asks for pardon’’, Again taking a whole resume 
of the work done for the benefit of the king Udayana and the kingdom, Yaugandharayana 


has become nervous. 


(74)  -atha padmavatyah haste kim nyasakaranam / SVD VI. p.126 
(75) ° atha idam devihaste kimanucintya sthapita / RVIV.p. U1 
(76) devvpanayena ketparidhah khalvaharh tat 

ksantumarhati svami/ SVD VI. p. 124 
(77) deva ksyamyatam yanmava anivedya krtam / RV IV. p. 110 
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He says that having thought it beneficial for the king he (Yaugandharayan) did all that 
by concealing the queen. His heart is frightened by thinking what the king would say 
even after the success of his undertaking ’®. Even the same kind of expression is seen in 
RY. .Yaugandharayana says that in that mission for the prosperity of Udayana, fortune 
has favoured him. It is true that there can be no iota of doubt for the success of the king. 
Yet the minister himself is very afraid of the king because of his action done on his own 
accord”. 

Thus prof. Ray considers that Bhasa’s SVD and the Mal of Kalidasa must have 
been the source of inspiration for RV, Even by seeing such similarity Rajasekhara in 


Kavyaminiamsa says - 


tasya _ratnavalim _nunar ratnamaleva _fajate // 


So Rajasekhara feels that Bhasa might have written PD and RV also. There are 
other similarities regarding the plot construction between Mal and RV. In both the plays. 
the heroine namely Malavika and Ratnavali are subjected to the envy of the chief queen, 


and finally are released and married with their approval. 


(78) SVDVI.15 
(79) RVIV .20 
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Thus, there was some need for the dramatist Harsa to search for any earlier source 
of information for presenting the story of RY as the dramatist wanted to take up a tradi- 
tional popular hero. The hero meets the heroine on some occasion and finally tries to get 
married. This pattern of meeting is set forth by poets like Kalidasa earlier. Afterwards, 
Harsa with all the actions and reactions of love and jealousy of the queen Vasavadatta 
unites the heroine with the hero Udayana. This kind of trick is resorted to in the earlier 
dramas and the folktales of Brhatkatha and KSS. The character of the wizard conjurer- 
through whose magical spell the whole royal assembly is hypnotised-dominates the cru- 
cial moment of dramatic action. The magician brings the union of the hero and the 


heroine at the end of the play. Of course such introduction of magician is seen in the 


character of Vidyeswara in Dasakumaracaritam of Dandin and Bhairavananda in 
Rajasekhara’s Karpiiramaniari. 


INNOVATIONS IN RATNAVALI 


RY, a drama of four acts depicts the secret love scenes of king Udayana with 
Sagarika, an.attendant of queen Vasavadatta. Private intrigues are arranged by Midisaka 


and Susarhgata, but are discovered by the queen finally. 


It is possible to say that the dramatist modifies the main outlines of traditional 
story. The introduction of character of the magician creating a hypnotic effect on the 


royal personages is totally an invention of the dramatist. 


7] 


Harsa has created all the incidents of entirely domestic nature which are of purely novel 
nature™’, His experiment with the feminine characters is interesting. Harsa transforms 
passionate love into a joy of pleasant conjugal life. The introduction of myna bird is 
worth seeing. Vidusaka’s help to the king to gain Ratnavali, the magician's trick to 
release the imprisoned heroine etc. are all inventions of the poet. The dramatist handles 
the changes in theme with great skill. As a result of which he is able to maintain the 


interest of the audience throughout the play. 
THEME OF NAGANANDA 


The Nag describes in five acts the extraordinary act of self-sacrifice by 


Jimutavahana. 


Jimutavahana falls in love with Malayavati, the daughter of siddhas, and vice- 
versa. Finally their marriage takes place . Jimutavahana goes to western ghats and finds 
a heap of bones of nagas who are reported to have been killed by Garuda. He finds a 
serpent Samkhaciida departing from his weeping mother and preparing himself for the 
food of Garuda. Tinmavenana manages to offer himself in place of Sarkhacida. The 
relatives of Jimutavahana including his old parents and wife run to Garuda to save him. 
Garuda discovers the mistake and is horrified. Jimiitavahana instructs Garuda not to 


devour any serpent in future and dies. 


(80) Macdoneil , SL. 


72 


Goddess Gauri then comes to the scene and brings him back to life being pleased with 
the generous act of self sacrifice. As regards to the joy of his lamenting parents, the 
serpents who were dead also are revived again by the shower of ambrosia. Then Garuda 


takes a vow not to eat serpents in future. Thus the play comes to an end. 
SOURCES OF NAGANANDA 


~ Brhatkatha, Paficatantra, Brhatkathamatijari and KSS contain a marvellous col- 
lection of fables and fairy tales. The serpents play an important part in these stories. 
Though in the prastavana the story of Nag is mentioned as Vidyadhara Jataka and as it is 
not available to us now, nothing can be said about this point. Naginanda “describes a 
theme whose original story is related in the KSS (Taranga . xxii). Jimutavahana, a prince 
of the Vidyadharas, filled with the sentiments of universal love, relinquishes his king- 
dom in order to serve his parents in the dense forest. In the Malaya mountain he falls in 
love with the daughter of Gandharva king; and gets married. Fresh from the wedding, he 
hears that the king of serpents has made peace with Garuda and has agreed to send a 
snake as his food every day. The heart of the prince is moved with compassion. He 
resolves to save the life of that day’s victim by any means. Garuda finds out that by 
mistake he has harmed the disguised prince and overpowered with grief learns that ab- 
stinence from cruelty is the highest virtue on earth. The play ends with the appearance of 


the Goddes Gauri, who revives the prince’s life.” 


TB 


The hereditary feud between Garuda and the serpents has found a very eloquent 
expression in the fairy tale of Jimutavahana. He sacrifices himself to save an unfortunate 
serpent from the giant-bird. The numerous versions of this legend in Sanskrit leterature 
testify to its great popularity. KSS narrates this story twice. Brhatkathdmaniari too referes 
to this story. This legend finds a place in the Vetaldpaficavimsati. Nag expresses the 
happy theme of the nagas being freed from the danger of Garuda owing to the hero’s 


self-sacrifice. e 


en ee 
STORY IN BRHATKATHAMANJARI 


é 


Jimitavahana is the son of Kanakavati and Jimutaketu, the king of Kancanapuri 
situated in the lofty mountain of Himagiri. Jimiutavahana denounced his kingdom and 
went to serve his parents in a forest. Once when he was wandering in Makaranda garden 
along with Madhukara his friend, he saw the princess Malayavati. Both of them loved 


each other. Due to the grace of Goddess Gauri, Malayavati married Jimatavahana. 
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Once when Jimitavahana was roaming near seashore, he found a mountain of 

bones. He asked Mitravasu about this heap of bones. Mitravasu reported that these are 
left-out bones of snakes eaten by Garuda. By this time Jimutavahana heared an old women 
crying for her son Sarhkhacuda who would be killed by Garuda. Jimutavahana decides 
to offer his life in place of Sarhkhacida. Before the arrival of Garuda he covered himself 
with red garments. Garuda, while devouring him, a cudamani fell on the lap of Malayavati. 
Later on all knew it and went to vadhyasild. Sarikhaciida made hinasele responssible for 
such “iroanted incident. In the mean time Jimfitavahana expired. Through the grace of 
Goddess Gauri Jimiitavahana regained his life. Garuda took the vow that he would not 


kill any. snake in future. 


JIMUTAVAHANA STORY IN KATHASARITSAGARA 


KSS of Somadeva has described the dai of Jimiitavahana in the following way. 

ey 
There is a city called Kanchanapura on the top of Himalayas where Jimitaketu, 
the lord of Vidyadharas ruled. Through the grace of kalpavrksa he is blessed with a son 
called Jimutavahana. The young Jimutavahana worshiped his parents with care and devo- 
tion. Reluctant to rule the kingdom Jimitavahana goes away to serve the parents in 
Malaya mountain. There Jimutavahana becomes a friend of Mitrdvasu, the son of 


te 
Visvavasu. 
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Once Jimutavahana comes to Gauri temple where he meets a beautifulldamsel 
Malayavati. The maid of Malyavati comes to know of Jimutavahana through the sages. 
Jimutavahana puts a garland around the neck of Malayavati. Thus their secret marriage 
takes place. There after they went away in their respective way. Long time passed. Un- 
able to bear the separation Malayavati goes to the temple of Gauri and thinks up 
commiting sucide. Coincidentally Jimutavahana reaches there and rescued her. Latter 


on their marriage takes place with the consent of their parents. 


Once Jimutavahana and Mitravasu find a mountain of bones near the seashore. 
Mitravasu tells the Garuda episode, and leaves the place. Jimutavahana hears an old 
mother weaping for her son Sarnkhacuida's imminent death. Jimtutavahana decides to 
offer himself in the guise of Sanikhacida. Garuda takes Jimitavahana to Malayacala 
and-eats there. The gem from his head falls near Malayavati. So all the relatives of 
Jimutavahana and Sarhkhacida reach to save him. Garuda realises his mistake and feels 
sad. Goddess Gauri appears and sprinkles nectar on Jimitavahana. So the hero comes to 
life again and Goddess Gauri gives him blessing to enjoy life as a cakravartin till the end 


of kalpas. Jimutavahana requests Garuda not to kill any serpent in future. 


Thus the story comes to an end in Kss*). 


(81) KSS Qa ~ xxii 


Al 
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INNOVATIONS IN NAGANANDA 


After undertaking a detailed study of the story of Nag in Brhatkathamaniari and 
KSS one can say that Harsa had the knowledge of Brhatkatha. Even then there are cer- 
tain innovations made by the poet regarding the subject matter of Nag . They may be 


discussed below. 


1. Jimitavdhana renounces the kalpavrksa for the benifit of the people. 
Jimutavahana being devoid of devine kalpa tree, the enmies may overpower him. This is 
the fear for Jimiitavahana. So he leaves the country along with the parents and goes to 
Malaya mountain. This is the original story. 

But in the drama we see that as the parents go away to forest, their son 
Jimitavahana left the rich kingdom for serving them. By such change, the poet has 
shown Jimitavahana’s high regards for his parents and has given an idealistic flavour to 


his character®” . 


2. In the original story, the hero goes to the Gauri temple. He sees Malayavati 
there and falls in love. He comes to know the personal history of the heroine and the 
- heroine also gets the knowledge of the hero. But in the drama of Harsa, in the 
Gauri temple the meeting of Malayavati, with the hero is interrupted by the entrance? 


of sage Sandilya by name.So Jimutavahana is not able to know the name of the heroine. 


(82) aho asya gurajanasusrusanuragah / Nag I. p. 13 
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As a result of this,the denial of marriage of Malayavati*in the IInd act and heroine's 
committing of sucide out of despair occur®> This is certainly a novel idea of the drama- 
tist. 

3. In the original story Malayavati is sent for by her mother, But in the drama 
one kulapati Kausika by name sends for Malayavati®° 

4. In the story of Brhatkathimanjari, when Malayavati wanted to commit sucide 
by strangluating herself with the help of her upper garment (uttariya) then a voice from 
the sky assures her by saying her husband to become cakravartin one day. So Bhagavati 
Gauri could ‘save her. 

But, in the drama of Harsa the hero himself oe the spot and saves the hero- 
ne®’ This kind of contact of hero and heroine adds charm and novelty for the portrayal 
of the sentiment of love. 

5. In the original story we do not find the names of vita and ceti. So the hasyarasa*® 
in the IlIrd act of Nag is surely from the original pen of Harsa. Through the character of 


Mitravasu Harsa has tried to reveal the significance of nonviolence and benevolence. 


(83) Ibid. I. p 36 


(84) kintu na sakyate cittamanyatah : 

pravpttamanyatah pravartayitum / 

 tato daham enim pratigrahiturh utsahe / Nag. Il. p. 63 
(85)  tadihaivasokapadape naya timuktalataya 

udbadhyatnianam vyapadavisyami / Nag. II. p. 64 
(86)  tapasah - ajfapito’smi kulapatin kausikena...... / 

tad enam ahuya gaccha iti / Nag L. p.36 


(87) kanthe haralatavogyen yena _pasastvayarpitah 
gthitah siparadho’yam katham te mucyate karah // Nag. II. 12. 
(88) NaglIII. p. 72-80. 
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6. In the original story the crest-jewel of the hero falls on the lap of Malayavati | 


and Jimutaketu could know the existence of his son by his power of penance. 


But in the drama of Harsa we find the ciidamani falling near the leg of 


Jimitaketu®”, By doing this the poet has shown the love and respect that Jimutavahana 


possesses for the parents”” 


7. In the original story only Malayavati tries to commit sucide. But in the drama 
= i es 
of Harsa all, i.e. the parents, Malayavati and Samkhacuda are all ready to commit sucide 


as non of them want to live any more as Jimutavahana is dead and gone”! 


8.In the original story Garuda does not repent after giving up eating of the 
snakes, But in the drama Garuda takes the vow of not eating the snakes further and at 
the same time repents for his past misdeeds. For the sake of wiping out the ignonimy 


Garuda showers nectar from the Indraloka by which all serpents come back to life”. 


(89)  Jimiltaketu - katham caranayoreva patizam / 
aye g a udar nih / 
kasya punarayam syat / _ Nag V. p. 135. 


(90) cud&manim caranayora mama patayata tvaya / 

lokantaragatenapi nojjhito yinayakramah //— Nag V. 12 
(91) Nag V. 143-145. 
(92) fan Fi Se ase tf ‘ 

sastisesdnusigapat fe ies 

paksipatinag devalokad iyamamrtavrstih patita. / Nag V. 171-172 
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9. In the original source there is no mention of " bridge groom" 
10.Again in the original story puspamal@ is given to the hero , whereas in 
Harsa's Nag the maid only welcomes Jimutavahana. 


11. In the original story there is no mention of drawing a portrait. 


12. We don’t get the reference to the marriage of Jimitavahana through Mitravasu 
in the original story; where as we find it in the play Nag. 

13. The episode relating to Kadru and Vinata does not occur here in the 
drama. 

14, The war of Matanga as seen in 3rd act of Nag does not occur in the 
original story. 


15. In the original story the father of Jimiitavahana could know the misfortune of 


his son by heavenly powers. 


' 
But such incident is not seen in f he play. Satnkhactida speaks before them about 


the incident’. It seems quite a natural development of the play. 


There may be three reasons of such innovations of Harsa. 


(93) 


1. For the attainment of real rasa the poet has tried to avoid the undramatic 
segments. 

2. The udatta character of Jimutavahana is shown. 

3. The unnatural elements of Jimutaketu has not been shown. Thereby 


the drama seems to be more natural. 


Nag V. 11 


80 


A COMPARATIVE STUDY OF HARSA’S PLAYS 


. At the outset we must make it clear that the plays of Harsa like other plays must 


be judged not by mordern standards but by those which were prevalent in his days. 


Harsa is credited with the authorship of three Sanskrit plays PD, RV and Nag. ° 
There is a gradual improvement in the craftmanship of the plays. They are more or less 
similar with regard to the use of words, uniformity of meaning and modality of expres- 
sion. 

The two plays namely PD and RY deal with the story of love with the popular 
hero Vatsaraja Udayana. They are different from each other in the sense that they have 


different heroines and so the plays are named differently. 


PD and RY are connected to each other from the view point of subject matter and 
form. These two are natikas in four acts having a common hero i.e. Udayana and a 
common theme. A comparative study of the two dramas indicate that RV is an improved.- 
version of PD. RV has a better polished language style which shows the gradual devel- 
opment of the author’s dramatic skill and literary talent. In PD the ieeaduenon of 
garbhanataka is the original idea of Harsa. Likewise in RV the scene relating to the 
magician is highly original . The garments of . queen Vasavadatta seem highly 
impressive by which even Sagarika could be dressed as Vasavadatta . However, in both 


the dramas certain similarities can be well marked. 
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L, In both PD and RY, the king has rendered some help for his wife. In PD, the 


king saved the heroin from the biting of the bees’? and saved her from the influence of 


5 . —_ 2 - elf . . Q 
poison”. On the other hand in RV, the king saved Sagarika from commiting suicide’’. 


Both the plays are based on the famous Udayana and Vasavadatta story. 


2. Inboth the plays the course of the treatment of the theme is same. The _ 


queen, feeling jealousy of the charming beauty of the younger heroine”’, the secret 


union of both the hero and heroine, revelation of the conspiracy, the imprisonment of 


the heroine, the arrangement of the marriage of hero with the heroine etc. are the same. 


(94) PDIL8 


(95) - : lists - Aree a _me b} eri 
(96) RVIII16 ‘ 


~ 
7 @ 
= 


(97) a. aranyike tvar kathani na jandsi / idanish te siksayami / 


drstigocare patita bhavet / 


PD IV p. 56. 
PD Ill p. 43. 


RVI. p.21 
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3. In both the place heroines are princeses. Both suffer in the same manner. Fi- 
nally both have taken the help from Vasavdatta. Both have stayed as the maid servants 
near Vasavadatta. No body could recognise even the real identity of the heroines tills the _ 
end of the plot. At last Vasavadatta feels herself ashamed for the ill-treatement and 
jealousy that she showed the heroines. Vasavadatta becomes an elder sister’® for them. 


Finally she also arranges the marriage. 


4. In both the plays srngara is the chief rasa. 


5. In both the plays the hero is of dhiralalita type. 


6. In both the plays the hero has the attitude of a bee. He forgets almost the old 


beloved and is even ready to be scolded by the queen. 


7. In both the plays the heroines have been betrothed to Udayana by their fa- 


thers’”. But the hero, Udayana is unware of this fact. 


8. In both the plays the heroines have tried to attract the hero by their beauty. The 


hero has tried to talk with them secretly. 


(98)a.. PD IV. p. 58 

b.RV IV. p. 112 
99)a. ayam khalu sa maharajo yasyaham tatena datta / PD II. p. 20 
b. kathamayam sa raja udayano yasyaham tatena data / RV I p. 27. 


9. In both the plays the jester has helped for the union of hero and the heroine. 


10. In both the plays the heroines have been immprisoned by the chief queen. 


11. In both the plays there is less novelty of execution and treatrnent. 


12. In both the plays there is an atmosphere of erotic sentiments. 


"13, From the view point of dramatic presentation where PD fails to cor vey’ 4 


definite message, RV succesfully does it. 


_ From the point of view of subject matter, the plot construction of RV is more 
interesting than that of PD. The place of the plot is natural. In the [Vth. act the appear- 


ance of the magician in RY is certainly appealing. 


Likewise in the second act, the sarika goes away from the cage and tells the 
secrete story of Sagarika before the king and the king hears the story with deep interst. 
Likewise the change of dress meterials between Vasavadatta and Sagarika seem ex- 


tremely important. 


Thus there is a pefect resesemblance between the episodes of PD and RV, Boch the 
heroines belong to the royal families by birth. Both remain in disguise till the discovery 
A ; 
of their identity. Both devote their efnest service to their respective queens in form of & : 
he 


maids . Vidusaka is very helpfulto his king Udayana . Both of such characters are 
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close friends to their kings and both accomplish the ition of their lords with their be- 
loved. The incident of imprisonment is common to both. The friend of heroine Susamhgata 
help them both and bring about their happy union with the lovers. The hero’s are com- 
pletely under the control of their queens and they have to seek permission for unoin with 
their beloved. In both the plays love affair ends in happy wed lock. And in both, after the 
recognition of the heroines as princess, the lovers gain consent of the chief queens for 


their happy union. 


In both the dramas we find the common statement regarding the authorship of 
Harsa!®°. Thus the introduction of these dramas by the stage directions is the same. 
Even at the end the same concluding stranza i.e. Bharata Vakyam occurs in both PD and 
RV, 


Now let us find out the relation between Nag and RV. Following are some of the 


illustrations which display the homogenity in ideas and paraphrasings. 


Sutradharas introduce both the plays to the audience in identical fashion?! 


le 
(100) Sriharso nipunah kavih / prastavana of PD and RV. 
(101) prast&vana of RV and Nag. 
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‘1. In the first act of RV, the king Udayana describes the happiness in the celebra- 


tion of spring season. The king says that the enemies of the kingdom are warded off es 


There are no troubles for the subjects! The people are living happily!° : 


On the other hand Nag has a similar description. The hero Jimutavahana says 
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that the subjects in the kingdom are following the righteous path ~~ with the full secu- 


rity! 06 are happy now!?7 
2. In RV, we find Sagarika suffering from the pangs of separation. She 
enters the banana bower with a picture board, a brush and a paint box. She scolds the 
cupid for striking vente 
On the other hand in Nag we find the heroing Malayavati suffering /2 
from the pangs of separation; and scolds the cupid by saying that oh cupid ! one who is 


the divine warrier of blossom-weapons - why should he strike a woman ? So he should 


feel ashamed !°?, 


(102) fajyam nisjitasatrn RVL9 
(103) prasamitd sesopasargah  Thid 1.9 
(104) samyak palanalalitah ...prajah / Ibid., 1. 9. 
(105) nyaye _vartmani _yojita prakrtayah / Nag 18. 
(106) rajye ca raksa ket / Ibid., 1. 8 
(107) santah sukham sthapitah / Ibid., I. 8 
(108) bhagavan kusumayudha ! niritasakalasurasurah bhutva 
sttijanam pradaran katham na lajjase / RV II. p.31. 


(109) bhagavan kusumayudha, yena tvarn clipasobhaya nirjito’ si 
tsya tvaya na kimapi krtam / mama punaranapardddhaya 
apy avaleti krtva praharan na lajjase / Nag Il p. 45 
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3. In RV Sagarika gets tormented in love!!® and requests Susamgata to help. 


Sagarika is described to have been suffering. 


On the other hand in Nag we find a similar expression being expressed by the . 


heroine Malayavati. She says that her torture agonises her all the more!!! 


In RV when the king sees the photograph of a maid in the picture board the jester 


alerts the king about the approach of Susangata: He advises the king to conceal Teas 


On the other hand in Nag we find a similar incident and a similar citation. In 
- : . Qe . . 3 
Nag also the jester requsts to cover up the picture of the lady by the plantain leaf M3 oy 


else it would be seen by Mitravasu. 


4, Again in RV towards the end of the drama also Vsavadatta reveals the secrecy 


of Ratnavali. She acted very badly towords her and for this the queen made 


Yaugandharayana as responsible! !+, 


(110) sakhi ato‘pi me adhikatarath santapo badhate/ ss =Ss RVI. p34 
(111) sakhi, ato’pi santapo’dhikataram bidhate / Nag Il. p. 48 
(112) bho vayasya ! pracchadaya etam citraphalakam / RV II p. 51 
(113) bho vayasya, pracchadaya anena kadalipatrenemam 

citragatam kanyakam / Nag. II. p. 61 
(114) drayaputra | amatya yaugandharayanena etavantam 


khalu Kalam durjanikrtasmi / RV IV p. 109. 
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Similar type of expression can be seen in Nag also. When the hero shows the 
protrait of Malayavati to the heroine and all of there is - the jester, the ceti, hero and 
heroine saw it. The heroine made a sarcastic remark saying that the picture has made 
her wicked by showing herself painted on the stone slab! >, 

5. In RV the king waits for Sagarika who will be coming being dressed as the 
queen. The king says that it is very peculiar to fall in love with a new lady. The lady 


does not cast a full glance on lover’s face!!® 


Similarly in Nag also Harsa describs the happiness of the hero Jimutavahana 
over his marriage with Malayavati. So Jimitavahana states that Malayavati makes her 
face downwards when gazed at, shivers when embrassed by force, wishes to go away at 


the departure of her friends!!”, 


(115) hahje ! durjanikrtasmi anena mam citragatam darsayata/ Nag Il. p. 69. 
(116) pranayavisadam drstim vaktre dadati na saikity / RV III - 9. 


(117) Nag III. 4. 
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| 6.In_RV the king wanted to rescue the queen Vasavadatta committing suicide, 
But fortunately he found her to be none else than Sagarika. So the king released her and 


he becomes very happy’ iS 


On the other hand in Nag we find that when Jimitavahana died Malayavati im- 
‘plored Goddess Gouri for help. Gouri sprinkled water from the pot and Jimutavahana is 


servived back to life. Thus all became happy because an impossible incident has be- 
come possible. Jimutaketu likes it to be a shower from the sky having no cloud ae 


Thus we find many similarities in expression and ideas between RY and Nag. 
Now let us find out the relationship between Nag and PD. 


1.In Nag we find that prolouge wherein_Siitradhara informs the audience that in 


this festival of Indra, he has been asked by the assembly of the feudatory kings to stage 


120 
Nag’. 


Similarly in PD also the sutradhara says that in the spring festival he has 
been asked by the king to announce to all the kings present in the stage regarding the 
se, oe 
presentation of a new natika composed by SriHarsa. That has been heard by hear say 


but has never been staged! ak 


(118) sakhe, iyamanabhra vrstih/ RV III. p.80 
(119) aye | kathamanabhra vrstih / Nag V. p. 171. 


(120) prastavana of Nag Ip. 5 
(121) prastavana of PD I. p. 2.3 
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2.Again in Nag we get a verse in praise of Harsa that" Harsa is a shrewd poet, the 
audience have a sense of appreciating the merits, the exploits of Bodhisattva is attractive 
and we are skilled in acting". Each of these factors can be the source of aspired result. 


All the merits have risen together due to the dawn of good fortune. 


madbhagyopacayadayam samuditah sarvo gunanam ganah ye 


In Nag Jimutavahana enjoys the song of Malayavati'” . The king is pleased with 


charming song in PD and the play of lute by Aranyika ve 


(122) NagI.3 
(123) PDI 3 
(124) NaglI.15 
(125) PDI. 10 
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4.In Nag Malayavati was praying to Goddess Gouri. The jester suggests to 


Jimutavahana to see the lady. Jimutavahana accepts the suggestion and does not 
consider it to be a fault to see girls who have faultless appearance!?6, ° 

Similarly in PD also when the ceti was discussing about the marriageable 
age of the daughter of Vindhyaketu, the king overhears it. He justifies his action 
with the remark with that to look at a maiden is not sinful!?”, 

5.In Nag the king says to Vidusaka about the time. He says that sun has 
come above the sky!8. 

Similarly in PD we get a kind of reference of similar meaning’? 

6.In Nag the maid servant requests the heroine Malayavati to stop playing 
the lute. She feels that Malayavati must have become tired of playing the lute. She 
says “oh princess why don’t you feel pain in your fingers as you have been playing 
the lute for a pretty long period” es 
Similarly in the [lIrd. act of PD Aranyik® says to Kancanamiald that having 


played lute for for a long time she has become exhausted !3!_ 


(126) nirdosadarsana kanyakah bhavanti / Nag I. p 28 
(127) vayasya ! nirdosadarsand kanyaka khalvivam / PD IT. 18 
(128) madhymadhyaste nabhastalasya bhagavan sahasradidhitih / Nag I p.40 
(129) astamayabhilasi bhagavan sahasrarasmih / PDI. p.22 
(130) bhartrdaike ciram khalu vadayantyah kuto na 

paristamo grahastayoh / Nag I P. 27 


(131) cicam khalu mama vadayantyah pariscamojgtah / PD III P.39 
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' 7.In Nag the servant feels the approach of some one in the candanalatagrha and 
says to Malayavati that a sound of foot steps is being heard!32, 
Similarly in PD also we find that Manorama feels the existence of some peroson 
in banana bower . So she says to Aryanika that a sound like that ofa foot step is 


heard !33. 


&.In Nag we get a reference of the statement of a maid regarding the love - lorn 


condition of Malayavati. She compares her excessive heat to that of the automnal sun !+ 


On the other hand PD has a similar way of expression. Aranyika reports her 
condition as if her limbs which are all the more tormented by autumnal heat, do not give 


up their heat even now!??, 
9. In Nag a maid gives the news to Malayavati that she has been acepted by the 


parents of Jimutavahana. On hearing this the jester has become very happy. So he says 


oh, what a grand joy! The wishes of his dear friend are fulfilled !>® 


(132) bhartrdarike pada sabdaiva/ + Nag Il p.53. 


(133) pada sabda iva sruyate —/ PD III p.27 
(134) saradatapa janita iva me santapo / ; Nig Il p. 42 
(135) adhikam khalu saradatapena sanitaptiny adyapi 

na me bgani samtaparh muficanti / PD Ill p. 26 


(136) hihi bhoh ! sampurna manorathah....... / Nag II. p. 70 
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On the other hand in PD also when the wicked bees tormented Aranyika, she 
shouted for help. There the jester sees the right opportunity for the king to enter. So he 


says “oh king your wishes are fulfilled!3”, 


Similarly in Nag also we found that similar expression. Vidusaka notes that the 


wishes of his friend are fulfilled!>®. 


t0. In _Nag there is a reference of taking bath in a pond. The jester says that he 


will bath himself in the pond!??, 


On the otherhand in PD also there is a reference of taking bath in a pond. The 


jester says that he will bath in the pond attached to the shower house!*”, 


11. Again in Nag the chamberlain broods over his condition and says that by 
supervising the state of affairs of harem, ladies and every step guarding against stum- 
bling through the help of a stick in old age, he imitates the conduct of the king who 
framing law inside town guards them against their violation by the policy of infllcting 


punishment mas 


(137) bho vayasva pura ste manorathah / PD II p. 19 
(138) NagIII p. 74 


(141) NagIV1. 


To sum up of all the three plays we see that RV has common features regarding 
outlook, construction of the plot and style etc. with PD. Both of Harsa’s plays deal with 
the love sport of Udayana. Both bear the description of harem life and the feudal court of 
that period. It seems as if one play is completely remodelled over the other. Thus, it 
creates an impression that there is something lacking in the poet. The concept of love 
triangle is aptly used by the poet. Queen Vasavadatta loves the king but the king loves 


someone else. This makes us remember the verse given by Bhartrhari! 7 


In both the plays the heroine gets married to the king by the help of chief queen. 
Initially both the heroines fall in love with the king at first sight. In the midst of the 
drama also, they try to commit suicide with a broken heart. Of course, they have differ- 
ent plans of commiting suicide. In the RV, Sagarika does it by means of strangulating 
herself, but in PD, the heroine Aranyika takes the recourse of poison. In Nag we also get 


it. But finally both are rescused by their respective lover i.e. King. 


(142) PDIII3. 
(143) yam cintayami satatam mayi s&@ virakta 
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In banana bower of RY the heroine is tormented by the ardent love for the hero 


and in Nag also she suffers in the sandal bower. Even in PD also the heroine suffers. 


The chamberlain Vinayavasu announces the missing of the heroine in the 
prastavana of PD. The heroine is saved afterwards. Such scenes are effectively linked 
till the climax of the play. In all these plays the chief characters are introduced in time 
and their identity is revealed at the end. The interlude of the IlIrd. act of RY has a 
parallel scehein WIrd act of PD. Even the description of war is common to both PD and 


RV 


Besides these there are many other resemblances in all the plays of Harsa. The 
painting of the image, the confession of love, occasions leading for suicide, tricks found 
out for mutual understanding between the vidusaka and the friends of the heroine, de- 


scription of the royal households and sun etc. are common to three plays. 
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Thus from the above discussion it is clear that Harsa’s authorship for the plays is 
indisputable. These plays bear the testimony of the poet’s insight into the working of 
human nature and understanding of delicate sentiments with psychological insight into 


the activities of various characters. 
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CHAPTER-III 


HARSA'S PLAYS 
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STAGE WORTHINESS OF HARSA'S PLAYS 


Sandhi 


Sanskrit drama aims at giving pleasure (Znanda) to the people of di- 
verse state . Kalidasa acknowledges this fact by saying.natyam bhinnarucer janasya 


‘bahudhipy ekam samfrddhanam / Mal 1 4 


> 


< 


Bharata also says in Natyasdstra- 


duhkharttindm stamarthnim sokérttindm tapasvinam / 
vis'rimajananath Kile ndtyam etad bhavisyati // G.O.S.Ns 1.114 


A dramatist tries to capture the interest and the anxiety of the audience, by plot 
construction, portrayal of the heroes, heroines and other characters and the judicious 
creation of plots for their actions.He selects a particular theme, adds spices to it in the 
form of a subsidiary and ancillary plots, developes the theme through various stages 
. and brings it to the ultimate denounment, the audience goes through the emotion of 


expectation, doubt, anxiety, conflict, despair and ultimately attains supreme pleasure. 
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The problem before the dramatist is how to sustain the.interest throughout the 


development of the plot . The rhetoricians prescribe the various sandhis and sandhyangas 
to solve these problems. Sandhis and sandhvangas are nothing but various techniques 
of fusion of main and minor plots and their detailed study is a must for the proper 


understanding of the techniques of dramatic representation. 


Dhanafijaya speaks of five stages of dramatic plot construction! . They are, 


1.Arambha (Beginning) 

2.Prayatna (Effort) 

3. Praptyasa (Prospect of success) 
4. Niyatapti (Certainty of success) 

5 Phaldgama (Attainment of Result) 


These are called the five stages in the developement of the action. Armbha is 


the beginning to attain the end” aimed at by the hero. Yatna ‘is the effort put in to 


< 


Be avastha pafica karyasya prarabdhasya phalarthibhih / © | 
| @rambhayatnapraptyasa niyataptiphaligamah // DR. I. 19 


2. i) autsukyamatramarambhah 
phalalabhaya bhuyase / Tbid. I. 20 
ii) _ bhaved arambha autsukyarh 
yanmukhya phalasiddhaye / SD VI.71 
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achieve the end 3 Praptyasd is the possibility of obtaining success overcoming the ob- 


stacles in the way! .Niyatapti is the certainty of attainment, overcoming obstacles >: 


Phalagama is the real attainment of the final object of desire.®. 


These five avasthas occure in the order in which they . are enumerated 7 It is 


reasonable that on the part of the hero the accomplishment of goal is conceived in the 


beginning of the dramatic plot, indicate basically the mental states of the hero®. These 


mental states lead to appropriate action. 


All such five avasths represent a subjective analysis of the development of. 


the main plot. 


ii) 


prayatnastu tad apraptau 

vyapiro'titvarinvitah/ _DR.I. 20 

upayapayasankabhyam 

praptyasa praptisarhbhavah / Ibid. I. 21 

apayabhavatah praptir niyataptistu niscita / SD VI. 73 

sa'vasthd phalayogah sydd yah samagraphalodayah / Ibid. VI. 73 
preksaptrvakarinam hi prathamamarambhastatah prayatnastatah 
sambhavand tato niscayastatah phalapraptirityayameva kramah/ ND p.49 
sarvasyaiva hi ka@ryasya prarabdhasya phalarthibhih / 


_.eta stvanukramenaiva yaficaly stha bhavanti hi // © NS.xix. 14 


netur mukhyaphalam prati bijadyupayan prayokturavasthah 
p radhanavrttavisaye kayavanmanasam vyaparah / - ND p.49 
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ARAMBHA: In_RV Yaugandharayana plans to unite the king Udayana with 


Sagarika . So it is the arambha avastha’, Similarly in PD also kaficuki says that he has 
taken the responsibility to unite Aranyika with Udayana 10 This is armbha avasthd in 
PD. In Nag Jimiitavahana's accidental meeting with Malayavati in Gauri temple may be 


called as arambha avastha 


PRAYATNA: In RV when Sagarika says - _hrdaya prasida prasida kim 


anenayasamatraphalena _durlabhajanaprarthananubandhena / Ht 


Here we find prayatnavastha .Similarly in PD there is praytndvastha in third 
act. t InNa agit starts in the first act with vidGsaka's remark- ‘bho vayasya, avasarah khalu 
eso’ smakarh devi darsanaya / tad chi upasarpavah / e uw 


2 


prarambhe e’ smin svamino yrddhihetau 
daivenettharh dattahastivalambe / 
siddher bhrantir nasti satyarn tathapi 
svecchacari bhita evasmi bhartuh // RV1.7 
10..  yena sapi rajaputri yathakathancidenam 
vatsarajayopaniya svaminamanmam karisyam it 
" devasya drdhavarmanah mitrabhavanvitasyai 
vatavikasya nrpatet vindhyaketor grhe 
sthapita / PDI. p.4 
11. RV IL p.30 
12. Nag [p.32. 
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NIYATAPTI: Niyatapti is seen inthe fourth actin RV and PD . However in 
Nag it.is seen in the second act wherein the marriage proposal of Malayavati gets 


2 rn 
approval from the parents of Jimutavahana. _bhartrdarike, distya vardhase / pratista 
ies 


khalu bhartr Jimitavahanasya gurubhih 


PRAPTYASA : In the beginning of the third act of RV there is praptyis4 and it 
continues till the end ofthe act.Similarly in PD there is praptyas'a in third act. In Nag 
praptyas'a is seen in the second act Hearing the lovelorn condition of Jimiitavahana, 
Malayavati hopes that her prayer for union will soon be realised bhartrdari ike, eyam 
ma bhana / tvam eva svapne drsta, naitasyanyasyam drstirabhiramate /‘*. 

PHALAGAMA : After the episode of the fire relating to the magician in the 
fourth act of RV, one finds the phaligama where the king is united with Sagarika . 
Similarly, in PD also there is phalagamain the fourth act where there is the union of 
hero and heroine. In Nag , phalagama is seen in fifth act where in the union of Malayavati 
with Jimutavahana takes place asthe hero is revived back to life by the grace of | 


Goddess Gauri. 


13. Ibid, I p.69. 
14. Ibid. Il. p.57 
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nijena jivitenapi jagatamupakarinah / 
paritustasmi te vatsa jiva_jiniitavahana lh 


These five avasthas are present in the nataka, prakarana and natikas’®. 


Bharata illustrates five instruments for the construction of the plot called 


arthaprakrtis 


DR. _shas also enumerated them Mf They are - 


” 


(1) Bija (germ) 
(2) Bindu ( expansion ) 


> 


(3) Pataka (the so called episode) 
(4) Prakari ( the incidental episode) | 


(5). Karya (the denounment ) 


-(1)BUJA: It is the indication of the central theme, which is the cause of 


denounment but expands in various ways 18 and ultimately ends in fruition a 


15, 
16. 


ag. 


Ibid., V. 34 


. pradhine vrttam paficangm (avasthinani) avasyambhavamiaha./ 
fatake nataka Jaksannusarisu prakarana- natika - prakaranisu 


-cayath niyamah/ ND p.49 

bijabindupatakakhya prakarikaryalaksanah / 
arthaprakrtayah pafica ta eth parikirttitah // © DR.1.18 
svalpoddistastu taddheturbijam vistaryanekadha / 


alpamatratn samuddistam bahudha yad visarpati 


phalasya prathamo hetur bijam tadabhidhiyate i = SD VI 65-66 

stokoddistah karyasadhakah purastid aneka prakdram_vistari 

hetuvisesah bijavad bijam / . 
Avaloka commentary on the DR I 17. 
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In RV Yaugandhayana tries to unite Ratnavali with Udayana. In the beginning of 


the play in viskambhaka he reports it - evametat / _kah sarhdehah / anyatha _kya 


siddhiidesa pratyaya prarthitdyah sihalesvaraduhituh samudre 
yinabhaigamagnotthitayah phalakasidanam kva ca. kausimbiyena vanija 
sithhalebhyah pratyagacchata tadavasthayah sathbhavanamn | Tatnamalacinhayah 
pratyabhijfianadihdnavanarn ca 7° 

oa This bija continues till prarambhe'smin svamino vrddhihetau*! 

Similarly in PD also the bija is seen when the kancukiya says that he has to take 
the princess somehow to king Vatsa and thereby free his master from the obligation of 
. promise 22 TF the matriage of Malayavati with Fenatavaiand be taken as the main aim 
of the dramatist then Jimiitavahana's accidental meeting with her near the Gauri 
temple may be taken to be the _bija. On the ais hand, if the aim of the drama be 
taken to save Sarhkhaciida's life from the clutches of Garuda, then hearing of wailing of 


Sarhkhaciida's old mother by Jimiitavahana may be taken as bija. 


20. RVI. p.8 

21. Ibid., 1.7 

22. yena _sapi rajaputri yathakathamcid. enam . 
vatsarajZyopaniya svaminamanrnam karisyami / PD I. p.4 
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2. BINDU : When the secondary matter of the play is interrupted, the cause of 


_ its resuming (accheda - Karana) is termed as the bindu 3 


In RV bindu starts from the statement of Sagarika in the second act =" hrdaya 
prasida, prasida kim anendydsam@traphalena duila bhajana-prarthandnubandhena /24 
till the completion of second act. The statement of Sagarika is seen after the pravesaka 
in the second act. 


Similarly in PD also bindu is seen in the beginning of third act. In Nag bindu is 


seen in the second act where the marriage proposal of Malayavati is first rejected by 


Jimutavahana but later on it is accepted by his parents. 


3. KARYA : The denounment or the action consists of one of the three objects 


of ivaan: existence. They are sadhya, phala and parama- prayojana . Itis the desired 
| object of the hero .Keeping in view of this, the beginning is made. All the resources are 


concentrated”). 


Karya is seen in the fourth act of RV where the result is attained through the fire 


episode of the faint? 


23, avantararthavicchede binduracchedakaranam/ DRI. 17 and SD VI. 66 

24. RVILp30 | 

25.  apeskitam tu yatsadhyam arambho yannibandhanah / 
samapanam tu yatsiddhai tatkaryamiti sammatam_ // SD VI. 69 

26. . aye iyamasannahutavaha vartate sagarika / tattvaritam enim sambhavayami / 
ayi priye kimadyapi sambhrame svasthayavasthiyate / RV IV. p. 105 
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Similarly in PD also karya is seen in the fourth act where the final result of 
union of king Udayana with oo is obtained”’. In N& ag when the marriage takes 


' place towards the end of third act? 8 karya is seen there. 


Patadka is an ana which illustrates the course of events in the drama to a 


considerable extent. Patika 7? is continuous where as prakari {°° is an incident of 


minor imprtanace .The principal characters take no part in it. It is of a short dura- 


tion. So it is an incidental episode?! 


27. — vasavadatta rajfio hastam baladakrsva priyadarsikamarpayati / PDIV. p.58 


28.  jata vamatayaiva me ‘dya sutaram prityai navodha priya ‘/ Nag. IIL. V4 
29, The etymological interpretation of pataka is given’as follows - 


i)  patakeva sadharana nayakacinhavatta dupakaritvat /_Avaloka com. on DR p. 4 


Wt . Gee ~prasiddhint sastya hetutvat patakeva patakd / ND p. 43 
iii)  aucityanaucityajndnopayoginyanayatra_patakavadupayogitvad 
iyam pataketi cirantanah / Abh Ip.15 


iv)  dhvajoparinihita patakeva pataka yatheyam ekadese 

sthayini sakalam s sainyam dyotayati ti tatha 

ceyamapi natakaikadesavartini natakam sakalameva prakasayati. ( NLR p. 8 ) 
30. The etymological explanation of _prakari is given as follows : 


i) pr. rakarsena svarthdnapeksaya karotiti prakari / Abh. I p. 46 
ii)  prakarl puspaprakaravannihita ya sobham janayati si prakari/ § NIRp.9 
iii)  sobhayai vedikadinam yatha puspaksatadayah / 
' - tathatra varnanadistu prabandhe prakarer bhavet // B.P. p. 202 
31.  sanudandhath patakakhyam 
prakari ca pradesabhik/ DRI. 13 
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Pataka sthanaka means the mention of some extraneous element that 
is begun or is about to happen, which is characterised by similar situations’” It differs 
from pataka also. The pat&ka is an intermittant device vintike the patakd sthianaka which 
is continuous. It pervades over the field of action to a great extent. There isa three fold 


classification of pataka sthinaka namely : legendary, invented and mixed subject? 


Pataka and prakari are not seen in Harsa's plays . But in place of pataka we find 


the pataka sthanaka in RV and Nag. 


Rhetoricians interpret these five arthaprakrtis to be the media of the final attain- 
ment of the ends of the hero*’ . This kind of explanation corroborates with the nature 


and definitions of the first four kinds of arthaprakrtis . The bija is called tad (karya ) 
hetuh / DR p.27. | i 


32. _ prastutagantubliavasya vastuno’ nyoktisucakam / 


patakasthanakam tulya samvidhanavisesanam // ‘Tbid. 1.14 
33. + prakhyatotpadyamistatya bhedat tredhapi_ tattridha / Tbid. 1.15 


34, i) yatrarthah phalarh tasya prakrtaya upayah phalahetava ityarthih / 
tadetaih_paficabhi rupayaih pumnaphalam nispddyate/ Abb. II. p.12 
ii) phalasya hetavah pafica aa : 
phalasya mukhya sadhyasya hetavah upayah / ND. p.11 
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Thus it appears as if kdrya should be placed asa ( prayojana - siddhihetu ) viz. as the 
medium of the end while the karya being the end itself. Being confronted with this 


difficulty Prof. K.H. Druva in his Mudraraksasa says : " karya " denotes the object of 


the play which is dharma, artha and kama; _karya trivargah 33 “Tt is to be distinguished 


from karya meaning fruition which is one of the five arthaprakrtis in which the object 
is presented in concurrance with the five avasthds. There is no evidence to support 


such a:view. Really speaking pataka and prakari etc. are defined by DR under itivrtta 


then (its phala-) karya, then (its sadhana -) the bija and the bindu. The remark in DR 


goes in this method*®, This sets the order of five arthaprakrtis. Thus it is clear that 
. there is no logic to believe that karya, the object of the play, is different from karya , the 


arthaprakrti . 


This contradiction can be resolved if one treats it to be the driving force for the 
hero's action and as such a means to the end ( phalasya karanatvarh ca icchadvara). 
The SD treats the slayings of Ravana as an example of the karya . Taking a clue from it 
one may say with the killing of Ravana the recovery of Sita is achieved. That is futon 
of bija. Thus karya may be taken as the event immediately antecedent to the phalagama. 


35. DR. 1.16 
36.  idanim pat&kadyam prasarigad 
| vyutkramoktam kramarthamupasarnharannaha / 
Avaloka on DR. p.28 
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Some rhetoricians mean arthaprakrtis as the parts of the story or the elements of 
the plot. The RS enumerates itivrtta to be five fold and the bija etc. to be the five 
divisions 7, Bhoja and Séradatanaya take them as elements of the plot. On the other 
hand pataka@ and prakari seem to be the two divisions of prasarigika or anusarigika plot. 
Then the bija , bindu and karya become the elements of adhikarika plot. Thus ‘it really 
appears that there is no essential difference between the two interpretations. The whole 


itivrtta is the means of the karya or _sadhya or parama - prayojana taken by the 


_dramatist oe 


37. i) tatcetivrttam vidvadbhih 

paficadha parikirtitam / RS Il. 76 

ii) arthaprakrtayah prayojanasiddhihetava iti kecit / 
kathasarirakarnaniti bhojarajadayah / 
as quoted by Kumarsavamin in his connenntry on the PR. (p.104) 
arthaprakrtayah pafica kathabhedasya hetavah _ 
ete kathdsarirasya hetavah parikirtitah //- ~~ B.P Pp.204-205 
-The Abh mentions the arthaprakrtis as the parts of the story. 
anye tvahuh - arthasya samastarupakavacyasya prakrtayah 
_prakarananyavayavarthakhanda_ ityarthaprakrtayah / = — Abh. III. p, 12 
The NLR supports this view - 
asya ca natakasya paficarthaprakrtayo bhavanti / 
natakiyavastunah purvokttasya pafica_prakrtayah 
svabhava’ bhavanti / NIRp.6 


38. Kulkarni , VM. Studies in Sanskrit Sahitya Sastra p.82 
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Even though Bharata does not give the difinition of sandhi his subsequent 


authors ike Abhinavagupta and DR explain the meaning of sandhi .Abhinava explains 


sandhi as joining of differnt parts of the subject matter with one another, and of each 


part with its own sub parts 39 DR states sandhi as the inter relation of one thing with 


a different one, when there is a single sequence of events’?, The DR lays down that 


five arthaprakrtis joined to five avasthas give rise to five sandhis respectively. This is 
the eka-anvaya , a kind of connection with the principal objective ofthe drama. Thus 


Dhanafjaya's concept of _yathasamkhya_ of arthaprakrtis and_avasthas giving rise to 


definite sandhi can be graphically represented. 


. bija + prirambha = _mukha sandhi 
bindu + prayatna = pratimukha sandhi. 
pataka +_praptisambhava = _garbha sandhi. 


prakari +_niyatapti = _vimarsa sandhi. 


karya + phalayoga = nirvahana sandhi 


39. tena arthavayavah sandhiyamanah parasparam angaischa sandhayah iti 
samakhya nirukta tadesath samanya laksanam / Abh. III. p.23 


40. antaraikdrthasambandhah _sandhirekanvaye sati / DR. I. 23 
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This view is followed by the BP , the PR and the RS. Of course while presenting such 


a view. _DR*! was aware of Bharata's concept of the necessity ofa dramatist's usage 


of five avasthas and five arthaprakrtis. So he evolves a doctrine that each sandhi rests 


in an avasthd and an arthaprakrti. But this theory does not bear any resoning because 


rae 


Abhi and ND point out that the pataka or prakari are not indispensable elements in the 


nataka if tee hero can attain the object of goal without any external help. Even in the 


absence of pataka and prakari all the five sandhis can be seen in a drama. NS while 


giving the definition of five sandhis shows that the five sandhis rest on the five avasthds 


_ and the progress in bija . Even DR mentions that in garbha sandhi pataka may or may 


not occur, Here Haas is incorrect in translating it as : ( In it ) there should be an 
Episode (pataka ) , or (else) there should not be prospect of success ( prapti -sambhava- 
praptyasa). There by DR means that pataka may or may net occur inthe garbha but the 
prospect of success - viz. the third _avastha shall occur in the garbha the playwright 


should employ the bija or the bindhu in its place’. Thus DR remains silent about the 
place of prakari in the avamars'a . So it would not be proper to accuse the misinterpreta- 
tion of DR on Bharata. So the concept of sandhi_ resting in one avastha and one 
arthaprakrti is almost a kind: of mechanical description than becoming a doctrine as 


such. 


41,  itivrtte yathavasthah paficarambhadikah smrtah / 

arthaprakrtayah pafica tatha bijadika api // 

bijam binduh pataka ca_prakari karyam evaca/_ 

arthaprakrtayah pafica jhatvd yojya yathavidhi // “NS XIX 19-20 
42.  garbhastu drstanastasya bijasyanvesanam muhuh / 

dvadasatigah patakd syanna va syit praptisambhavah .// DR. 1.36 
43.  apatike nivesah syad bindor bijasya va kvacit/ BP, 210 
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' "FIVE FOLD SANDHIS " 


Sandhi literally means joining . In a drama ‘it refers to the joining of different 


topics or parts of a story. In other words, it is the fusion of the end and means of the 


dramatic representation. Rhetoricians have classified sandhi under five heads. They 


are:- mukha, pratimukha, garbha , vimars'a , nirvahana. _ 


MUKHASANDHI 


Mukhasandhi* contains the desire for the ; attainment of the object and delib- 
erations of attaining the object aimed at and the steps taken to achieve it. It also 
contains _bija. In RV mukhasandhi starts from the statement of Vasgaddlucayan in 
the viskambhaka of the first act and continues till the pravesaka of the second act. In 
PD it is also seen with the statement of the king Udayana to Yasodhard *° in the first 


act. It comes to the end towards the last part of second act. In Nag , it starts from the 


- 44, yatra bija samutpattimanartha rasasambhava 
kivyasaririnugata tanmukharh prikirtitam // 

45. eva metat/kah samdehah. RVI. p.8 

46. vektavya ca 1 devi / bhaginibuddhya tvayaiva sarvada drastavya / 
gitanrttavadyadisu visistakanyakocitam sarvarh siksayitavya / 
yada varayogya bhavisyati tada mam smarayeti / _PD.L p. 10 


S xxi / 37 
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the statement of Jimitavahana regarding the throbbing of eye in the first act 47 and 


continues upto the end of first act. 
PRATIMUKHASANDHI 


After_mukhasandhi_ comes the pratimukhasandhi*®, wherein the seed of the plot 
shown in the _mukhasandhi gets more prominent. As a result it becomes more percep- 
tible sometimes due to hinderances. It becomes hidden also . But it's presence is felt 


throughout 


The pratimukha sandhi_ starts from the statement of Sagarika " hrdaya prasida 
prasida " inthe second act *? . Similarly in PD it can be traced in the beginning of third 


act. In Nag pratimukha sandhi_is seen in the second act. 


47.  daksinam spandate caksuh ........ Nag I. 10 


48.  bijasyodghatanam yatra| _drstanastamiva kvacit / 
mukhahitasya _sarvasya tadvai pratimukham smrtam // NS xxi /38 


49. RV I. p30. 


ill 


GARBHASANDHT 


Garbha sandhi is the quest for the germ which comes to the fore at one moment and 


*° In other words hope for the attainment + of the ol-je-t 


goes away in the next moment 
aimed at brightens due to favourable circumstances >! but gets deemed in the next 


moment when obstacles come in the way. So, hope as well as despair is seen here. 


In RV it starts from the beginning of the third act upto its end. In PD_ it is in the 
‘third act. In Nag _it is seen in the second act with Mitravasu's proposal of marriage of 
Malayavati to Jimutavahana and the final approval of his parents towards the end of 
the second act. __ | 
VIMARS'A SANDHI 

_ Dramaturgists differ regarding the nature of this sandhi. Abhinavagupta says it 

to be -sandhehatmaka .. Unforeseen obstacles appear in the way of achieving the desired 
object forcing the hero thereby to ponder over the situations and to search for the ways 
to surmount the difficulties. SD defines it as, 

"yatra_mukhva phalopaya udbhinno garbhato “dhikab / 

sapadyaih . sintardyas ca sa vimars'a iti smrtah //°? 


50.  garbhastu dustanastasva bijasyanvesanani mubith / DR I. 36. 
51.  udbhedas tasva bijasya praptirapraptireva ca / 
punast@nvesanam yatra sa garbha iti samsmrtah // NLR 87 p.7: 


SD VI 79 


vA) 
i) 


meaning thereby that the means of attairiment of the main object are somewhat 
brighter than that of garbha sandhi . 

also shows it in the fourth act. In Nag itis used along with nirvahana sandhi in the fifth 
act. 

NIRVAHANASANDHI 


Nirvahana sandhi is the concluding part of the play wherein the object aimed at 


in the mukhasandhi is achieved. SD definds it as 


hiiavanto mukhadyartha__prakirna yathayatham / 
ekartham upaniyante yatra nirvahanam hi tat // °° 


In RV and PD itis seen in the fourth act and in Nag it is seen in the fifth act 
where phalaprapti in the shape of marriage of Udayana with Sagarika and Aranyiki in 
RV and PD and the happy union of revived Jimitavahana with Malayavati and his 
parents takes place. 

The five sandhis have been further subdivided into 64_sandhyangas . The_Abh 
and ND say that though 64 angas are possible but it is not essential that all of them 


should be used in every drama”. 


53. Ibid., VI. 80. 


54. _-yattucyate catusasthyanga samyutamiti tena 
:ainbhavamatramesamuktam natu_niyamah / Abh IH p.37 


113 


Now the application of such sandhyangas along with the sandhis in the plays of 


Harsa may be discussed. 


In PD one dees not fully see the uses to all sandhis , avasthas, patdka and prakari 


. Only one may get the reference to bija , bindu and karya along with the pataékasthanaka 


through which the future incidents are indicated?” 


But on the other hand RV has fully utilised almost all the sandhyangas to a great 
extent. To avoid unnecessary bulk of the thesis the sandhyangas seen in, RV_ may only 


be discussed. 


According to the rules prescribed for a natika RV of Harsa is a very good ex- 


ample to adopt this frame work. 


The plot ofthe story is invented by the poet which abounds in female 
characters. It consists of four acts whose hero is the illustrious king Udayana of dhiralalita 
class. The stroy is corfined to the internal harem. The heroine of the play Sagarika, a 
princess of royal family is connected with the queen as a maiden in disguise is over- 


come with her new love for the king. 


55. keith. A.B. The Sanskrit Drama P. 175 


— 
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The hero Udayana proceeds in his love- affairs cautiously from fear of his chief 
queen. The chief queen Vasavadatta who belongs to the royal family is bold and grown- 
up one. She displays her discomfort over the love affairs of.the king with Sagarika” 
' which ultimately culminates in union through her consent. The employment of style of 


kaisiki_with all its vrttis is seen. The principal rasa is srgara. In RV excepting patakd 


and prakari rest of all the arthaprakrtis, avyasthas and sandhis are used. The presence of 


vimarsa: and_nirvahana sandhis is seen in the last act of the play. In place of pataka 
there is the usage of patakasth@naka The variety of patakasthanakas like tulyasamvidhdna 
and tulyavisesana as explained by DR is stated along with the upacara srita of “SD. 
One can find examples of it in RV where the two fold meanings of the verses can be 


seen. 


yato’ smi padmanayane samayo mamaisa 
supta mayaiva_ bhavati _pratibodhaniya i 
pratyayanamayamitiva saroruhinyah 


suro” stamastakanivistakarah karoti // RY, Ill. 6 
‘Here the two explanations namely the meaning of a lover trying to console his 
beloved during separation and a lotus plant closing its blossoms at sunset and opening 


them at sunrise like the spouse of the suns can be seen. 


Similarly in RV_ 0.4 we find double meanings. 
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In the viskambhaka of Ist. act of RV we find the bij anyasa with the statement of 


DAG HIVUGRS 
n 56 


Yaugandharayana " prarambhe’smin svamino _vrddhihetau . Even the I.7 is the 


arambha avastha . From, this till the completion of pravesaka in the second act of RV 


we get mukha sandhi.. According to DR the presence of arthaprakrti, arambha avastha 


and mukhasandhi in one place is allowed. 


Now let us discuss the angas of mukha sandhi . In RV excepting two angas namely 


vidhana and bheda we get all rest to angas. 


1) UPAKSEPA 8 Itis the sowing of the bija. V/6 of RV » gives a forecast of 
coming events . Ratnavali will be brought over by a propitious fate from some other 
island, i.e. from the very bowels of the sea and later on united with Vatsaraja. This 
suggests taat the chain of events will develop fates on. The governing sentiment of the 


natika is the srngara rasa. 


56. RVI7 


57. artha prakrtayah _pafica paficav’tha _samanvitah // 
yathasarnkhyena jayante mukhiadyah pajica sandhayah // DR. I. 22-23 
58. bijanyasah upaksepah Ibid., 27. 


59.  dvipadanyasm@dapi madhyAdapi jalanidher diso’ pyantat / 
, “Aniya jhatiti ghatayati vidhirabhimatamabhimukhibhutah // RV L6 
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2) PARIKARA 60._ Itis enlargment of the bija. In RV Yaugandharayana feels 


that there isno doubt about the propitious fate who rescued Ratnavali , the daughter of 


-  Simhala king. The queen accepted her without any hesitation and she is placed near 


the chief queen so that she may draw the attention of the king. Babhraya and Vasubhiti 
meet Rumanvan and they are on their way to Kausambi and later on identify Ratnavali 
thereby removing the queen's objections to the marital relationship of the king with 
Ratnavali. This is an instance of parikara where the bija is amplified for further devel- 


opment of the plot. 


3) PARINYASA 61. It refers more or less to bija of the play. In RV. ae 
Yaugandharayana express his mission with a specific object in view i.e for the benefit 
of the king Udayana . He attaches importance to his plans being supported by fate and 


is certain of his sucess. So it is a parinyasa, 


60. i) tadbahulyam parikriya / _DR I. 27 


ii) samutpannartha bahulyam jfleyah parikarastu sah / Bha . xxi.. 72 

iii) samutpannarthabahulyam jneyah parikarah punah / SD VI. 85 
61. i) tannispattih parinyasah /. DR I. 27 

ii) tannispatya tu kathanam parinydsah prakirttitah / NS xxi 72 


62. prarambhe’smin svamino vrddhihetau / RV 1.7 
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4) YUKTI B Wilson calls yukti as the connection of purpose and result . It 
means the establishment of property of a subject and the course undertaken to achieve 
it. In RV - I Yaugandharayana reflects that he has entrusted RV in the hands of 
Vasavadatta °* | This indicates that in future Ratnavali in the form of Sagarika may 
draw the erotic attention of Udayana. Finally Babhravya and Vasubhiiti may help in 
removing the objections by indentifying Ratnavali, 

5) PARIBHAVA 65._ It constitutes words full of wonder on finding something 
extra ordinary. Sagarika's feeling on seeing Udayana is an example of paribhava, 

6) VILOBHANA®:- It is the concept where the ‘qualities of hero are 
eulogiited®’, The bard in -RV® 8 mentions the king to be very handsome and powerful 


and is the object of the successful love for Sagarika. 


63.  sampradharanam _arthanam_ yuktih / DRI. 28 
ii) sampradharanamarthanam yuktirityabhidhiyate / NSxxi. 73. 
64.  mayapi_ caindm devihaste sagauravarh niksipata 
yuktamevanusthitam. / RVI. p. 8. 
65. paribhavo dbhiitavesah. / _DR 1. (47) 29 


ii) kautuhalottaraveso bhavettu paribhavana / . NS xxi. 75 
iii) kutuhalottara_vacah prokta tu paribhavana / SD vi. 86 


66.  gunakhyatam vilobhanam / DR I 27. 

67. guna nirbarnam yattu vilabhanamiti smrtam / NS xxi. 73 

68.  astapasta_samastabhasi nabhasah param prayate rava 
vas it Anim smaye samam nrpajanah sayantane sampatan / 
sampratyesa saroruhadyutimusah padamstavasevitum 
prityutkarsakrto drsamudayanasyendorivodbiksate Hf RV I. 23 
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7) UDBHEDA®”:- A secret matter is exposed. It is the sprouting of the bija. In _RV 
Sagarika initially takes king Udayana as the god of love and later on comes to know 


him to be the king from the recitation of the bard. Here the bija gets sprouted. 


83 PRAPTI 10._ The concept of prapti refers to the obtainment of happiness 
either by the hero or the heroine at a particular occurrence. In RV when Sigarika hears 
that the king himself is Udayana to whom she is betrothed’! she becomes very happy. 

9) SAMADHANA we The conciliation of the purpose is called samadhana. In 
RV I when Vasavadatta says to her to bring all the materials, Sagarika brings them . 
Vasavadatta is not happy to see Sagarika there .So she plans to send her away to look 
after the sarika. Sagarika thinks how she would hand over the charge of sarika to 
Susamgata. She sees the festival without being recognised . This suggests the bija to be 


the cause of the union between Udayana end Sagarika. So it is samadhana. 


69.1) udbhedo gudhabhedanam/ DRI(48) 29. 


ii) bijarthasya prarohah syadudbhedah / SD. VI. 86. 
70. i) praptih sukhdgamah / DRI (44) 28. ; 

ii) sukharthasyopagamanam _praptirityabhisajnitam / NS XXI. 74 
ue kathamayam_ saraja Udayano yasyaham tatena datta / RV_ I. P. 27 
72.  bijagamah- samadhanam / DR 1 (45) 28 


- ii) .bijasyagamanarh yattu tatsamadhanamucyate / SD VI 85 
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““10) KARANA?? : Karana is the suggestion of the future story. In RV Sagarika 
pays homage to cupid” by saying that his very sight may fulfil. her hopes. Then she 
goes away in apprehension that some body may see her. This suggests the story of 


Vatsaraja to be shown in the IInd. act without any obstacles. So it is karana. 


After the pravesaka in the IInd. act pratimukhasandhi occurs. It continues 
_ from the statement of Sagarika "oh heart ! , be pacified" 7 ‘till the completion of lind. 


act. Here the arthaprakrti is bindu and the avastha is prayatna. In RV bija is the love of 


king Udayana and Sagarika. This is hinted in the Ist. act . It is known to Susanigata and - 
vidusaka. “2.1is is even slightly presummed by Vasavadatta by seeing the pictureboard . 


So it is an instance of mukhasandhi a 


73. karanath prakrtarambhah / DR I. (49)29. 
ii) karanami punah prakrtartha samarambhah / SD VI. 86-87 
74. namaste bhagavan kusumayudha amogha darsano 
me idanim tvam bhavisyasi / RV I. 25. 


75. Ibid, IL. p.30 


76. vilasah parisarpasca vidhutam sdmanarmani fr 
narmadyutih pragamanam nirodhah paryupasanam // . 
vajrani _puspamupanyaso varnasambhara ityapi / DR 139-40 


ST 
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There are thirteen subdivitions of pratimukhasandhi . They are vilasa , parisarpa, 


é — t : . - . 
vidhuta, sama, narma, narmadyuti, pragamana, nirodha, _paryupasana, vajra , puspa, 


upanyasa, varnasamhira. 
All these thirteen sub divisions are seen in RV. 


1) VILASA”’ :- itis the desire for amorous pleasures. Sagarika's soliloquy at 
the opending of the act II finely illustrates this sub division where Sagarika feels that 
her love will be useless because of the high status of the hero’® . The heroine tries to 


portray the king inthe picture board . The concept of vilasa exists upto this. The strong 


desire of love for Udayana even in the picture is shown. It is as propounded by SD. 


2) PARISARPA”? :-Itis the pursuing of the bija once seen and then lost. In RV 
when the bija i.e the love of the king for Sagarika is fructified, Udayana asks to 


vidisaka to show his beloved Sagarika :- ‘kvasau''kvasau®?. 


77. — satyartle ha vilsah syat / _ Ibid, I 40 
78. kimanétia 4yésamatra phalena durlabhajana_prarthananubandhena / 
RV IIp.31 
79.i) drstanastanusarpanam_ parisarpah / DR I. 32 
ii) drstanastanusaranam _Parisarpastu varnyate / NS xxi. 78 


80. RV. HL p.79 
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3) PRAGAMANA?!.. Bharata speaks it to be prasamana a2 . It is a series of 
questions and answers. When the portrait is obtained, the exchange of speeches amongst 
the king, Sagarika and Susarhgata goeson. That is the concept of pragamana of 


Susamgata. 


4) VIDHUTA 83 «itis a concept wher! "the agreable things become painful . In 
RV Sagarika suffers the pangs of separation and Susamhgata tries to pacify it by 
putting some lotus leaves on her body and the cool leaves create anguish in her 
sickness ®*. So she throws away all lotus stalks etc. This is called the vidhuta. Thus 


DR = , defines it as despondency or absence of pleasure due to unrequitted love. 


5) TAPANA-- It is the grim prospect of a anaes Tapana is not finding any mens 
to ally the despondency. The passage from RV II.1 where Sagarika speaks that her love 
has been fixed on an object which is beyond her reach. She is over come with a heavy 
sense of shame, her soul is enslaved by passion. Then she thinks that death is inevitable 


for her 86 . This is an illustration of tapana. 


81. i) ittara vak pragamanam / DR I. 34. 
ii) pragamanam vakyarh syaduttarottaram / SD VI .92 


82. uttarottaravakyam tu bhavet prasamanamn budhah / == = NS xxi. .81. 
83 i) krtasyanunayasyadau vidhutantvaparigrahah / SD VI.90 


84.  Sagarika - sakhi _adhikam me santapo badhate / 
(Susathgat® dirghikato nalini dalani mmilikascdniyasya ange dadati) 
| RV. II p. 34 


85. ‘vidhutam syadaratih / DR. I. 33 
86. RV IL] 
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The DR 87 names sama in place of tapana and explains it as the despelling of 
despondency because of the problem in attaining the desired object. King Udayana 
admires the charming beauty of Sagarika. So she becomes very happy and she com- 
ments. " Oh heart cheer up, even your desire could not go to that extent "88 This is the 


? 
example of_sama. 


6) NARMA®’ :- The humorous speech full of puns and double meanings is 
called narma. In RV (11)Susamigata intentionally uses words in a joking way so as to be 


' applied for both the king and pictureboard””. This is an example of narma. 


7) NARMADYUTL- It is the speech of humour to conceal one's weakness. In 


the IInd. Act of RV in order to hide the ignorance vidusaka styles a gatha to be a vedic 


hymn?! This arouses laughter in kings mind. So it is an example of narmadyuti. 


87.  tatechamah samah/ DR. 1.33 
88.  hrdaya samasvasihi / 
manoratho pi te etavatim bhiimim nagatah / RV IL. p.48 
89.  parthasavaco narma / SD VI. 91 
90. Susarhgata - sakhi , yasya krte tvamagata so‘yam puratastisthati // RV IT. p. 50 
91. bho vayasya esd khalu sarika dasya duhita caturvedi brahman 
iva rcah pathitum pravrtta / 


x x x x x 

x x x x x 

raja-nanu yzatheyam / 

Vidusaka - kim gatha ? RV. II. p.42-43 
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On the other hand DR” explains it to be a humorous remark meant to cause 
_ laughter in the audience. In RV II Susanigata says that Sagarika does not give up her 


anger even though the king holds her hand. So Sagarika shows an artificial anger. 


8) NIRODHA”?.- Any incident causing an obstruction to the attainment of the 


agreable thing is called nirodha. In RV Sagarika , the desired object of the king was seen 


and removed by vidusaka with his punny words which hinted the arrival of Vasava. 


dattd’* This is an example of nirodha. 


9) PARYUPASANA”>:- It is the act of propitiation for an angry person. In RV 
Vasavadatta is very angry with the king to see Udayana and Sagarika together por- 
trayed in one picture. The king is shown as if proposing his love for Sagarika. So the 


king conciliates the queen to be pacified”>. The Natya Darpana calls it santvana. 


92. dhrtistaja dyutirmata / DR. I. 33 


. ktwodhaho nirodhanam /  Ibid., I. 34 
94. —_ prapta kathamapi daivat kanthamanitaiva sa prakataraga / 


-ratnvaliva kanta mama hastad bhramsitd bhavata // RV. IL. 19 
95. paryupasuranunayah / DR. I. 34 


96.  prasideti brilyamidamasati kope na ghatate 
karisyamyevam no punariti bhavedabhyupagamah / 
na me dogo stiti tvamidamapi hi jfasyasi mrga 
kimetasmin vaktum ksamamiti na vedmi priyatame // RV. IL. 20 
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10) PUSPA®”: Puspa is a concept where a-sentence or passage has many attridu-- 
tive words which make the same peculiar. It tends to enhance the bija of the play. In RV. 
the king praises the hand of Sagarika that it is the leaf of_parijata tree and her body is 
the epitome of ‘sti ae Here a peculiarity in love of the hero anc the heroine is exhibited. 
So it is an example of puspa. 


9 .. The passage containing harsh words may be taken to be an 


11) VAIRA 
example of yajra. It is a cruel remark made to ones face directly. Abhinava Gupta 
explains that the passage in RY (II) where Susamgata pretends to be a devotee of the 
queen Vasavadatta and as such is not interested in the love. affairs of Sagarika ulti- 
mately turns out to be a cruel event as the king considers that Susamgata may disclose 
the secracy of the love affairs to Vasavadatta. 

On the other hand DR. gives another example in RV (IT) where the queen fre's 
dejected to find the picture of the king by the side of Sagarika and gets annoyed. She 
sarcastically as the king if the picture drawn onthe board is the work of Vasantaka 


and says that the very sight of the board has created headache in her! Thus the 


queen exposes her mind with the harsh words. 


97. i) pusparh vikyam visesavat / DR. I. 34 


kuto’nyathd sravaty esa svedacchadmamrtadravah // RV II. 18 


100. aryaputra , mamapyetat citrakarma pasvantvah 
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12) UPANYASA: a ‘-Itis the concept where the statement is based on reason- 
ing and where the means ( specifically the success in love ) is shown. The explanation | 
of vidtisaka that Susamgata , a born slave, is a big tattler and she makes everything 
possible and as such the king should try to please her by means of a reward to keep the 


matter confidential 1°? This is clearly an illustration of upanyasa. 


On the other hand SD gives a different example. In order to remove the previous 
anger caused by some jestful remarks , Susamgata requests the king not to get fright- 
ened as she only played ajoke of reporting the secracy to Vasavadatta and wisely 


gives a suggestion to pacify Sagarika!©>. 


This anga has been omitted by Bhoja._ 


13) VARNASAMHARA 104. Abhinava interprets ' varna’ to be the characters and 


'samhara'as " bringing together ". He explains this anga by drawing together characters 


like the king , the vidisaka, Sagarika, and Susamgatd in RV Act. II. 


101. wupanyasastu sopayam / DR.I.35 


102. bho vayasya sarvam sambhavyate / mukhara khalvesa garbhadasi / 


paritosikena samprinayaindm / RV. Il. p. 51 
103. Ibid. 


104. caturvarnyorpagamanam varnasamhara isyate/ DR.I.35 
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The garbha sandhi_ has thirteen ( or 12 according to some authorities ) variet- 
ies! The good result of bija is essential. In the IIrd. act of RV, the very appearance of 
 Vasavadatta is an obstruction to the erotic affair of king Udayana and Sagarika. The real 


favour is done by the approach of Sagarika being disguised as Vasavadatta. 
Now let us find out the twelve varieties of garbhasandhi. 


1) ABHUTAHARANA:'° - It is the speech based on deceit. The 
Abhinavabharati explains this concept in RV II by saying that how vidusaka explains to 
the queen Vasavadatta that the king drew his own picture on the board to refute his 
argument that a man hardly can draw his own picture. But on the other feaiid DR gives 
the passage where Kancanamala refers to the secret manifestation of plot where 


Sagarika has to meet Udayana being dressed as Vasavadattal©”, 


105. abhutdharanam margo nipodaharane kramah / 
sangrahascanumanam ca totakadhibale tatha // 
udbega sambhramaksepa laksanam ca praniyate / Ibid. I. 37-38 


106. i) abbutaharanam cchadma/ _Ibid. 1. 38 : 
ii) tatra vyajasrayam vakyamabhutaharanam matam / SD VI. 96 


107. sadhu re amatya vasantaka sadhu atisayitastvayamatyo 
yaugandharayano ' naya sandhivigrahacintaya / § RVIII. p. 60 
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2) MARGA!.. Marga is the exposition of truth by pointing somebody's real 
intention. Abhinava explains this by taking the example in RV-II when the queen does 
not believe the explanation of Kaficanamila that the figure drawn accidentally by the 
king resembles Saégarika.On the other hand the queen speaks that Kaficanamala does 


not understand. the prevarications of vidiisaka!©?, Avaloka gives another example . In 


RVIIII, vidusaka says the king of the arrangement of secret union between the king and 
Sagarike of whose successful culmination he was certain. By this, the vidUsaka _ in- 


forms Udayana of the real situation and so it is a.marga. 


3) UDAHRTI HO. Tis an exaggerated statement. When the highest merit of any 
person. is described it is caclled udahrti. In RV-IH, vidusaka remarks enthusiastically 


- that the meeting of Sdgarika by the king would make the king happier than the acqui- 


sition of the kingdom of Kausambi!!)_ 


108. i)marga statvarthakirtanam/ DR. I. 38 
ii) tatvarthavacanam caiva marga ityabhidhiyate/ NS xxi. 87 
tatvarthakathanarh _margah / SD VI. 96 
109. _Vasavad::'@ - ayi uke vashtakah khalvesah / 
na jandsi tvametasya vakrabhanitani / RV IL. p.58 
110. i) sotkarsam syadud@hrtih/ DR. 1.39 : 
ii) yattu satisayarhn vakyam tadudaharanamisyate /. . NS xvi. 86 
ili) udaharanamutkarsayuktamn vacanamucyate /. SD VI. 97 
111, kausambirajyalabhenapi na tadrsah vayasyasya paritosah asit yadrso 
mama sakasat priyavacanath stitva bhavisyatiti tarkayami / 
: RVIIL p. 64 
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4. SANGRAHA!!? - The concept of sangraha involves the usage of sweet 
conciliatory words which accompanies the giving of something. In RV Act. III the king 
gives a bracelet to the clown with a gentle speech! 3 because of his assistance ; in 


acquiring Sagarika, his object of love. 


5) RUPA!*. The concept of nipa involves some statement of doubt regarding 


the true nature of something. DR 115 defines it as a statement of hypothesis ( vitarka ) 


in RV IV. Udayana hopes to be united to Sagarika. The king feels that the predilec- 


tion of an amorous person is strange who disregards the union of his own wife ~ 


112. i) samhyrahah samadanokttih / DR. I. 40 
ii)sarhgrahah punah / samadanarthasarhpannah / SD VI. 97-98 
113, raja -.sadhu_vayasya sadhu / 
idam te paritosikam / ( iti katakam dadati) RV. IIL. p. 65 


114. fiparh vakyam vitarkavat / SD VI. 96 
115, riiparh vitarkavat yakyam / DR.I. 39 


116. aho kimapi kamijanasya svagrhinisamagarha paribhavino' 
bhinavarh janam_prati paksapatah_/ 
x x x x x 
x x x x x 
katham cirayati Vasantakah kim nu khalu _viditah 


syadayarh vrttinatah devyah / RV. III. p. 69 
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6) KRAMA 7. The obtainment of the long meditated object is krama. A 


passage in RV-III expiains the king's union with Sagarika who has absorbed his mind 
fully!}8 In fact it is not the real acquirement of Sagarika , as the king meets Vasavadatta 


in place of disguised Sagarika. NS, the Abh, ND and SD explain krama to be the 


knowledge of the feelings of another. In RV-III.4 the king speaks of the helpdess-ness 


of Sagarika.The Avaloka illustrates krama as to be the king's love for Sagarika having 


been known to Vasavadatta in RV -III 


7) ANUMANA 119. It is an inference through some emblem or characteristic 


sign. The Abh cites an example from RV 120 


where the path is inferred by the beautiful 
fragrance of blossoms of the trees in the garden . Avaloka on the other hand gives 
another example RV- III P-77 where the vidugaka says the king's extreme love for 


Sagarika would result inthe great disappointment of Vasavadattd. 


117. i)kramah samcintyamanaptih / DR 1.38 
ii) bhavatattvopalabdhistu kramah syat / SD VI. 97 
118. aye upasthita priyasamagamasyapi 


-_kimidamatyarthamuttamyati cetah RV. IIL. p. 72 
119.  abhyuho lingato'numa / DR. I. 40 


120. paliyarn campakandth niyatamayamasau sundarah sinduvarah 
sandra vithi tatheyarh bakulavitapinam patalapanktiresa_ / : 
agk:dyaghraya gandham vividhamadhigataih padapairevamasmin 
vyaktim panthah prayati dvigunataratamonihnuto’ pyesa cihnhaih / 

RV 1. 8 
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8) ADHIBALA I} The part of the plot in which some trick is brought to 
" light is called adhibala.In other words it is a deception practised on others for the 
purpose of accomplishment of the object. In RV 122 Vasavadatta outwits Udayana by 


disguising herself as Sagarika. 


9) TOTAKA’”? ‘The totaka is a speech uttered in agitation. Avaloka illustrates 


it when Vasavadatta perceives the king's weakness for Sagarika and orders 
Kaficanamala to bind Vidiisaka and Sagarika in fetters and. take them away i 
“Totaka is shown here because Vasavadatta uses harsh words and the queen 


being the chief obsatacle in the union between the king and Sagarika. 


10) UDVEGA 125 - Rear which arises from an enemy or king is udgvega . 


When Vasavadatta outwits Udayana and vidiisaka , the jester imagines fear caused by 
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the fury of Vasavadatta. “Another example of udvega can be seen where Sagarika is 


imprisoned. 


121. edhibalamabhisandhih / DR. I. 40 
122. K@aficanamila - bhartri, iyam s@. citrasalika / 
tad Vasantakasya sajna karomi / RV. III. p.71 
123. i)samrabdham totakam vacah / DR. I. 40 
ii) totakam punah samrabdhavak / SD, VI-99 
124 Kaficanamiale , etanaiva pasena badhvd nayainani dustabrahmanam / 
etamapi dustakanyakamagratah kum / RVI. p. 83 
125. i)udvego! rikrt# bhitih / DR. I. 42 | 
ii) nrpadijanita bhitinudvegah parikirttitah / SD VI_.100 
126. Vidlsaka - bho rusta devi kirh karigyamiti na janami_ / 
sivarika punarduskarat jivisyat syatiti tarkayami / RV.III. p.77 
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il) SAMBHRAMA”: Bharata !?8 and Visvanatha’? term this to be vidrova. 


It is the part of the plot where an apprehension and terror are shown. It is an alarm 
caused due to some frightening and dreadful event . The Abh gives an example from 
RV where the vidusaka apprehends Vasavadatta's arrival'?° which may geopadise their 


plan. 


12) AKSIPTI 31 ttisa concept when the manifestation of the garbha and bija 
is suggested. Udayana confessed his love for Sagarika before Vasavadatta thinking her 


to be Sagarika. So Vasavadatta gets angry. Therefore he goes to pacify her!3? 


13) PRARTHANA : It is the invitation of the enjoyment and festivity of love. In 


RV, the king praises Sagarika's beauty to attract her!33. 


Tus all the subdivisions of garbha sandhi are fully employed in Harsa's dramas. 


127. sankatrasau ca sambhramah / DR. I. 42 
128. nrpagnibhayasamyuktah 

sambhramo vidravah smrtah /  _NS xxi. 91 
129. sankabhayatrasakrtah 

sambhramo vidravah matah SD VI. 100 


130. .ka punar esa? katham devi vasavadatta / 
bho. vayasya paritrayasva paritrayasva / = RV. IIL. p.79 
131. i) garbhabijasamudbhedadaksepah parikirttitah / DR. L. 42 
ii) rahasyarthasya tidbhedah ksiptih syat / SD VI. 99 
132.. tatkimidanimiha _sthitena / 
devim prasadayitum abhyantarameva pravisami / RVIIL p. 84 
133. priye sagarike ! 
sitimsurmukhamutpale tava drsau padmanukarau karau 
rambhagarbhanibham tathoruyugalam bahu mmalopamau / RV IIL 1! 


132 


AVAMARS'A SANDHI 


Avamars'a '34 refers to the concept of meditation upon something. It arises be- 
"cause of anger, misery etc. In rhetorics avamars'a completes the certainty of success. It 


finally connects the_garbha sandhi and brings out the object of bija. 


‘In_RV avamars'a is clearly seen in the IV th. act. Here an artificial fire is 
produced and at last it is extingushed. Ratnfvali is united with the king by the favourable 


attitude of the queen. 


Now the application of the sub divisions of _vimars'a (or Avamars'a) sandhi in 


RV may be discussed. However , there are thirteen sub divisions of this sandhi. They 


are apavada , sampheta_drava , Sakti , vyavasaya, prasariga, dyuti, kheda, pratisedha, 


virodhana, adana, chadana, prarocana. 


134. avamars'anamavamarsah paryalocanam / 
Dasaripavaloka ‘Comm. on DR. I. 43 


135. tatrapavadasamphetau vidravadravasakttayah / 


dyatih prasangas¢chalanarh vyavasayo virodhanam // 
prarocana vicalanamadanam ca trayodasa / DR. I. 48- 49 
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29) APAVADA?*°: It is the proclamation of a mistake or misdeed of another. Dy 
gives the example of RV 137 act IV where we have been told about Vasavadattd treatin, 


poor Sagarika, mercilessly. 


2) SAMPHETA'*®: The exchange of violent. angry words is sampheta. It is no- 


used in Harsa's plays. 


3)VIDRAVA 139. tis also called drava or adhidrava Itis described as occurence 


of death or imprisonment. Vidrava is the confusion created by unnatural events like 


catching fire etc. It,also refers to the occurence of death and ‘imprisonment. The occurence 
of-death and imprisonment. The occurence of fire in py {40 by the magician creates 
confusion and chaos. Anxious Vasavadattd requests Udayana to rescue Sagarika from 


the fire at any cost = 


136. dosaprakhya' pavadah syat / Tbid., k. 45 . 
137.  Vidusaka - atinirghmam krtam khalu devya/ —-RV IV. p. 86 
138. sampheto rosabhasanam / DR. I. 45 

139. vidravo vadhabandhadih Thid., 1. 45 


guruvyatikramo yastu vijfieyo vidravastu sah/ NS xxi. 93 


aS : . 4 : 2 Moa ee 
140. harmyanam hemasmeastiyamiva sikharairarcisamadadanah 


sandrodyanadrumeraglapanapisunitatyantativrabhitapah / 
kurvan kridamahidhram sajalajaladharasyamalam. dhumapatai 


resa plosarttayosijjana tha sahasaivotthito’ ntah pure’ gnih // RV. IV. 14 
141. esa maya nirghunahrdayaya . 


samyata sagarika vipadyate / Tbid., IV. 103- 104 


134 


\ 7 . : 2 = 

4) SAKTI 142." Itis the removal and recognition of obstacles of the antage 
nism. So it is used as a method of the removal of hostility. In RV 143 the speech of th 
king shows that the anger of the queen Vasavadatta has been removed who was th: 


main obstacle in the acquisition of Sagarika. So it is sakti. 


5) VYAVASAYA 144. It is the obtainment of the means to accomplish one’ 
undertaking. In RV the appearance of the conjuror on the stage helps for the accomplish 
ment of the desired object of Yaugandharayana. On the other hand DR ” explain: 
vyavasaya to be the supremacy of one's power. In RV IV 8-9 the magician mentions hi: 
supernatural power and explains that he would exhibit a trick for the king who is sc 


eagerly longed to see Sagarika!*® This is vyavasaya. 


142 i) virodhasamanam saktih / . DR. I. 46 
ii) Saktih punarbhavet virodhasya prasamanam/ 
SD VI. 104 
143. .RV IVI . 
144. vyavasayastu vijfieyah _patijnadosasambhavah / 
r NS xxi. 94 
145. yvyavasayah svasatkyuktih /— DR I. 47 


146. mama pratijnaisa bhanami hrdayena yadvarigchasi drastum / 
tatte darsayami sphutam gurormantra prabhavena // RV IV.9 
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. 6) PRASANGA 147. The description of one's ancestors or elders is prasariga. In 
rvi48 IV the declaration of the identity of Sagarika to be the daughter of king of 


Simhala helps the attainment of the king's object of love. 


7), CHADANA™?: It is a speech arising from " disgrace" and made for some 
purpose. So it is the contempt. In RV IV Saas is not dejected to see the fire in the 
harem where she has bean kept as a captive and as such at her death all the sorrows 
would vanish. Thus she feels that the death caused by the fire would certainly put an 
end to-her mental agony rd On the other hand, however the fire brought about the 


union of the king with Sagarika and her all such mental agony comes to an end. 


DR gives another example of chadana where the king feels the queen Vasavadatta 
151 


to be pitiless on him™~°. So here Vasavadatta is shown as an obstacle in the love 


mission of the king and he speaks ill of the queen and so it is a _chadana. 


147.  gurukirttanarh prasarigah / DR I. 46 
148. deva, yasau simhalesvarena svaduhita ratnavali namayusmati 


vasavadattam dagdhamupas'rutya devaya pirvaprarthita sati pratidatta / 
RV IV p. 102 
149. chadanam cAvamananam / DR I. 46 


150. adya hutavaho distya karisyati_mama duhkhavasanam / 
RV IV. p. 105 
151. faja-aho, niranukrosa mayi devi / | Ibid., IV. p. 91 
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8) VICALANA 152. Ttis the proclamation of the boasting regarding one's deed. 


The ND defines vicalana_ as hoasting of some one on account of valour, family , learn- 


ing, beauty, good furtune etc. Vicalana is illustrated in RV!°? Tv where Yaugandharayana 


proudly declares how be brought about the marriage of the king with Sagarika. 


9) ADANA :!54 When attainment of the object desired is in sight if becomes an 


Adana. DR! 


explains adana to be a resume of the action. In RV Sagarika feels that the 
God of fire would end all her troubles!°° There the aim of Sagarika is reached through 


the union with the king Vatsaraja. So it is an illustration of adana. 


152. vikatthana vicalanam / DR. 1. 47 
153. devya madvacanadyatha' bhyupagatah patyurviyogastada 
sa devasya kalatrasamghatanaya duhkham maya sthapita / 
tasyah pritimayarn karisyati _jagatsvamitvalabhah prabhoh 
. . fates 4 t iS sy loan 
satyam dars'ayitum tathapi vadanam saknomi no _lajjaya // RV IV. 20 


154, bijakaryopagamanadadanamiti samnjiitam / Bha. xxi. 97 
155. adanam karya sangrahah / DR. I. 48 


156. distya samantat prajvalito bhagavan hutavaho'dya 
karisyati duhkhavasanam / RV IV. p. 105 
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These are all the important sandhyangas of avamars'a sandhi. It is to be noted 


that vidrava as illustrated by DR is very much alike the pratisedha of SD. The most 


important divisions of avamarsa sandhi are 


] Apavada 
? 
2. ti 
3. . yavasaya 
4. Prarocana 


5. Adana 


However, a ogreful observation of the sandhyangas makes us aware -that the 
virodhana creates a serious bar to the attainment of the hero's desired object and as 
such in turn ifcreates doubt regarding the attainment of the desired object in the mind 
of: the hero. This obstacle brings out the best in the hero and certainly of sucess is 
guaranted .The sub divisions like _vyavasaya _dyuti , sakti, prarocana and addna are 


testimony to prove the veracity of this assertion >”, 


157. Kulkarni, V.M. Studies in Sanskrit Sahitya Sastra p. 101 
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Now letus discuss about nirvahana sandhi . Nirvahana refers to that part of the 


plot where the: goal is reached!>® In. RV the nirvahana sandhi is in the-last act of the 


_ play where in the success of Vatasaraja is attained through the identification of Sagarika. 


There are fourteen!” subdivisions of nirvahana sandhi. All of these sub divi- 


sions are are seen in RV. 


1). SANDH!®. ft is the attainment of bija_ that was indicated in the mukha 
sandhi. In RV ah Vasubhiiti and Babhravya strongly believe Sagarika to be their lost 


princess Ratnavali. Thus , what was hinted in the mukha sandhi in the first act is clari- 


fied in detail. 


158. bijavanto mukhadyartha viprakima yathdyatham / 
ekarthyamupaniyante yatra nirvahanam hi tat // DR. I. 48-49 
159. sandhirvibodho grathanarh nirnayah paribhasanam // ° 
prasadanandasamayah krtibhasopagthanah / 
purvabhavopasamharau prasastisca caturdasa // —_Ibid., I. 49-50 
160. i) sandhirbijopagamanam / DR. I. 51 


_ ii) bijopagamanam sandhih/ SD VI. 110 


. iii) mukhabijopagamanath sandhirityabhidhiyate / NS xxi. 99 
161. Vasubhutih --Babhravya susadrsiyam rajaputrya / 


Babhravya - mamapy evameva pratibhati / RV IV. p. 107 
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2) VIBODHA 162. It ie the search for an end aimed at. In RV the identification of 
Ratnavali is made through Vasubhiiti. Vasavadatta reveals how Yaugandharayana had ~ 
handed over Sagarika saying that she was found in the ocean 163 So it ig an illustration 
siete ; ; 

3) GRATHANA!™*: It refers to a purpose. In RV fourth act, Yaugandharayana 
apologizes to the king Udayana as he kept Sagarika with the queen Vasavadatta with- 
out informing the king!®, By this the end of the drama in the form of obtainment of 


Ratnavali, by king Udayana is referred to and as such it is an example of grathana. 


4) NIRNAYA!®.. It is a narration of one's experience with reference to the 


end or purpose. In RV Yaugandharayana's description!®” of the back ground of the 


a 


marriage of Udayana with Sagariki in detail is an instance of nirnaya. 


162. i) vibodhah_ karyamarganam / DR. I. 51 
ii) k@ryasyanvesanath yuktya vibodha iti kirttitah /° NS xxi. 99 
163. Vasavadatta - aryaputra, esd sagarat prapteti 
 bhanitva' matyayaugandharaya_nena mama haste nihita / 


ata eva sagariketi sabdyate / RV IV p. 108 
164. i) grathanam tadupaksepah / DRI 51 
ii) upaksepastu karyanam grathanam parikirttitam / NS xxi. 100 
iii) upanyasastu karyanam grathanam / SD VI. 110 
165. deva, ksamyatam yaddevasyanivedya mayaitat krtam / 
RV IV. p. 110 
166. i) anubhiitakhya tu nimayah / DRL51. 


ii) anubhutasya kathanarh nirnayah samudahrtah/ NS xxi. 100 
iii) nimayah punah / anubhutarthakathanam / SD VI. 110-111. 


167. deva, sniyatam / iyatn simhalesVvarasyaduhita siddhddesénopadista yo'syah 


panim grahisyati sa _sarvabhaumo raja bhavisyati iti / etc. RV IV p.116 
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5) PARIBHASANA 168. It is the exchange of speech where one's fault is 


admitted. This subdivision is illustrated in RV at the close of the play. Ratnavali and 


Vasavadatta censure themselves for their improper behaviour shown to each other! 


6) PRASADA 170. tt is waiting upon (the hero or heroine ) witha purpose of | 


pacifying the anger .In RV IV act till the last moment Yaugandharayana did not take the 
171 


king into confidence. Therefore , he requests him to forgive him 


7) ANANDA !”*: The obtainment of the most desired object is ananda. 


In RV 13 the king is very happy at the acquisition of Ratnavali. 


168. parivadakrtam yatsyattadahuh paribhasanam/ © NS xxi. 101 

paribhasa mitho jalpah / DR 1.52 
ii) vadanti paribhasanam / 

parivadakrtam vakyam/ SD VIII 

169. Ratnavali - ( atmagatam ) krtaparadha_ devya 
na saknomi mukham darsayitum / 
Vasavadatta - ehi, ayi nisthure ? iddnimapi bandhusneharh darsaya / 

; RV IV p.109 


170. i) prasadah paryupasanam / DRI. 52 
ii) susrusadyupasanipannah prasada iti bhanyate / © NS xxi. 102 
iii) susrusadih prasadah syat / SD VI. 112 


171. deva ksamyatam/ RV IV. p. 110 
172. i)@nando vafichitapraptih / DR. I. 52 

ii) samagamastu yo'rthanamanandah sa tu kirttitah /_ NS xxi. 102 
173. raja- yathaha devi ( iti Ratnavalim grhnati)/ RV IV. p. 112 


, 14] . 

8) SAMAYA 174. tt is the end of all misfortune. The final union!”> between 
Vasavadatta, the chief queen and Ratnavali, the princeses as the sisters put an end to 
their sorrows and sufferings and all the troubles of rivalry come to an end. This is the 
illustration of samaya. 

9) KRTL!. Krti is that state of mind when the difficulties are wiped out on 
account of the obtainment of the desired object. In fact krti is interprited as. 

1) Substantiation or confirmation of the result attained or (ii) the conciliation 
of each other (by the hero and the elder queen, who earlier opposed to the acquisition 
of Sagarika on attaining the desired object. 


In the second case in RV IV th.act, the king and Vasavadatta try to reconcile 


with each other on attaining Ratnavali!””, 


10) BHASANA 178. The attainment of respect or honour is bhasana. In RV 


(Act. IV 21) the king proudly refers to various achievements such as the acquisition of 

Sagarika!??, 

174. samayo duhkhanirgamah / DR I. 52 

175. ayusmati samis'vasihi samas'vasihi / 
nanviyam jyayasi te bhagini duhkhamaste / 
tatparisvajasvainam / RV_IV. p. 109 


176. i)krtirlabdhartha s'amanam/ DRI. 53 | 
ii)labdhasyarthasya samanam dyutirityabhi dhiyate / 
177. raja- ko devyah prasadam bahu na manyate/ — 
Vasavadatta - aryaputra ,. dure'syah matrkulam / 
_ tattatha kurusva yatha bandhujanam na smarati / RV IV. p. 112 
178. i)manadydptis'ca bhisanam / = DRI53 | 
ii)samadanadisamyuktamn bhasanam_ tucyate budhaih / = NS xxi. 104 
samadanadibhasanam / SD VI. 113 
179. RV_IV. 21 


va 


S xxi. 101 


| 
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li) PURVABHAVA !®°- Itis the foreseeing of the object of one's desire. Bharata 
and Visvanatha name it as purvavakya, In RV !®! the minister Yaugandharayana says to 
Vasavadatta " Do as you wlease as Sagarika is your sister ". In this speech Vasavadatia 


certainly foresees the karya, the union of the king and Sagarika, so it is an example of 


purvabhava. 
12) KAVYASAMHARA !®2. tt is "obtaining a boon . When some of the impor- 


tant characters of the play say that what more can they do for the hero etc. we have this 


sub division in RV!°3 


when Yaugandharayana, the minister says that " what more 
benefit can he do“ etc. It is the example of kavyasamhara. 

13) PRASASTI"*: tt is a prayer for peace to the king and the people of the 
country. The last verse, Le the bharatavakya of RV is an example of prasasti 185 here 


there is the prayer for peace of the countrymen and the king. 


180. kayadrstyadbhitap rapti purvabhavopaguhane / DRI. 53 
purvavakyam tu vijfieyarn yathoktArthapradarsakam / 
NS xxi. 104 
181, Yaugandharayana - evam vijfiaya bhaginyah 
samprati_karaniye devi pramanam / RV IV. p. 111 


182. i)varaptih kavyasamharah / DR. I. 54 
ii)varapradanam sampraptih kavyasamhara isyate_/ NS xxi. 105 
183. deva taducyatam kim te bhuyah priyam karomi / RV IV. p. 112 
184. i)pras'astih subhasarmnsanam / DRI. 54 
ii) nrpadevaprasantis'ca prasastirabhidhiyate / NS xxi. 105 
ili) nrpades'adis'antistu pras'astirabhidhiyate { SD VI. 114 


185. RV IV. 22 
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TIME ANALYSIS OF PRIYADARSIKA 

It is always difficult especilly in Sanskrit dramas to determine the period of 
time occupied by the whole action of the play. In the absence of any positive statement 
in the play regarding the intervals of time either by the author himself or other charac- 
ters, it is difficult to ascertain the exact period of time occupied by the events narrated 
in the drama aud we have to draw more upon imagination ad make our own conjec- 
tures. 

In the play PD, Harsa has compressed events those occupy more than a year . All 
the incidents like the escape of Udayana with his bride Vasavadatta, the misfortune of 
Drdhavarman, Vindyaketu's defeat, rearing up of Priyadarsika by Vasavadattd up to a 
_ marriageable age, release of Drdhavarman from captivity for a period over than a year 
etc. are compressed into a single year and some days more. 


In the _viskambhaka we learn from the chamberlain of the ' Anga’ king 


Drdhavarman, that his master has been imprisoned!®® by the king of Kalinga and by his 
concluding speech it is clear that the season of the year is autumn. The sun shines with 
its severe autumnal heat and the sun has passed from the Zodiacal sign Virgo to libral®?, 


. Thus itis clear from the above that the month was Asvina, where the sun remains in 


libra. Hence the presentation of viskambhaka takes place some where in an autumnal 


day. 


186. kathitarh cadya mama vindhyaketuna " ma bhaisih / 
jivati. tatrabhavan maharajo drdhavarma 
gadhapraharajarjari krto baddhas’ tisthati iti / PD I. p.5 
187. aho atiddrunatd saradatapasya / ..... 
ghanabandhanamukto'yam kanyagrahanatparam tulaém prdpya/ Ibid., I. 5 
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Interval :- There exists an interval of a few days between the viskambhaka and the Ist. 
act because of the following reasons. 


(i) That vidisaka's!®® 


report of Drdhavarman's imprisonment by the Kalinga 
king. 

Gi) That king Vatsa himself says that nae days have elapsed since he sent 
Vijayasena against Vindhyaketu!®?, This has been explained by Vijavasena when he 


Ee The attack was 


narrates that three days are required for the movement of his forces 
made in the day break. We know from the words of the chamberlain in viskambhaka 
that the whole battle was over by time of his arrival in Vindhyaketu's place after his 


191 


bath from Agastyatirtha °°. Thus it seems that the battle was of a very short period and 


victorious Vijayasena left the place immediately after the war. 


A period of three days must have been taken by Vijayasena to return with his 
army. Thus the duration of three days + three days = 6 days can very well explain the 


implication of 'bahuni ahani. ‘Vijayasena must have reached on the 7th.day. 


188. Ibid. , I. p. 7 


189. Vindyaketo rupari bahtinyahani vijayasenasya presitasya / 
190. 


191. 


ACT: I :- 


King Udayana appears on the stage. Victorious Vijayasena comes along with 
the daughter of deceased Vindhyaketu! ao Infact, she happens to be the daughter of 
imprisoned. Drdhavarman. King Vatsa appointed her as a matd of Vasavadattd and 
directed the queen to remind him at her marriageable age!?>, 

Thus , from the textual evidences, Act. J- begins about two hours , before the 
forenoon of some day in Asvina and is closed at mid-day. 

Interval:- There are many reaons to consider an interval of one year between Act 
1 and II .First of all the length of Drdhavarman's imprisonment is said to be one year 
at the close of the play. Secondly, we come to know the intimacy developed in between 
Indivarika and Aranyika through their talk. Their conversation also explains the queen's 
views of informing the king regarding ‘the marniagable age of Aranyika, in accordance 
with later's Sorania In this scene also the king finds Aranyika to be an extremely 
beautiful lady. These occasions point to a long term interval. 

Thirdly, the king describes the exquisite scene of the garden and tank near the 
dliaragrha. This can be the autumn of the next year. 

Thus, the period of action in the second act may be same day in Asvina, where 
the queen describes to give a svastivacana while observing a fast in honour of the sage 
Agastya. This is done after Bhadrapada. The events take place in the afternoon at the 
advent of sunset!?> when the king retires to his palace after his unexpected meeting 


with Aranyika. 


192. Vindhayaketor ........ tadduhite’ ti / Tbid., I. p. 9 
193. yada varayogya bhavisyati tada@ mam smaraye ti / Ibid., I. p. 10 


194. tasya samadhikam samvatsaram kalingahatakena baddhasya/ Ibid, IV p. 46 


195. aye katham nabhomadhyamadhyaste bhagavan sahasradidhitih / Ibid. I. p. 10 


Act. HI :- 


The third act opens late in the afternoon of the full moon day of Asvina when 
kaumudyutsava is observed. On that day the mimic play of Samkrtyayani is enacted . 


Manorama speaks that the remaining portion of the play will be presented before the 


al 


queen on the kaumudi festiv: which falls on the fifteenth day of Asvina . Aranyika's 


conversation with Manorama explains her deep-rooted love for the king. 


Vidusaka's statement also illustrates the king's love-sickness for Aranyika. These 
statements prove that there must have been a period of five or six days ‘interval 
between the 2nd. and 3rd. act to create a deep impression in the minds of both Aranyika 
and king. Vasantaka and Manorama realise the importance of their love and try to unite 
both of them again in the mimic play staged before the queen. Vidusaka leaves the 
place and Manorama goes to the play house with Aranyika when the twilight is already 
past)?” Thus the third act begins in the evening and ends when it is bed time, after the 
breaking up of the mimic play!”8 . The king retires for the night and chalks out a plan 


to propitiate the angry queen who has imprisoned Aranyika and vidusaka. 


196. adya uw... ratrau 
adya ......... kaumudimahotsave / Ibid., III. p. 23 


197. atikranta khalu sandhya Ibid., HI. p. 31 
198. idanim sayaniyam gatva devyah prasadanopayam cintayami_ / 
Ibid, Il. p. 44 
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Interval:- 


There is a. separation of Act. III from act. IV through a slight interval. From the 
pravesaka it is clear that Aranyik® has been impriponed by the order of Vasavadatta. Gi 
Her allusion to the incident between Aranyika and the king in the mimic play implies 
that the interval is not a long one!” Even Samkrtyayani refers the episode to have 
happened on the day of full moon festival. The king also refers to the news of victory of 


Vijaysena over Kalinga to have been received before some days?°°. 


Thus there must have been a smail interval before the presentation of 4th. act. 


ACT: IV:- 


This is the last act of the play. Here we get the reference of’ over a year 201 jn the 


prologue . In the midst of the play the king has received aletter from Vijayasena about 


his announcement of fall of the Kalinga country being expected " today or tommorrow”? 


199. esa aranyikavrttantah pratyaksah/ Ibid., IV. p. 47 
200. katipayany ahani/ Ibid., IV p. 50 
201. samadhikamn samvatsaram/ Ibid., IV. p. 46 


202. adya s'vo va/ Ibid. IV. 5 
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By this time being accompained by Vinayavasu the old chamberlain of Drdhavarman 
Vijayasena enters the scene announcing his victory over Kalinga. Drdhavarman sits 
back on his throne. Vinayavasu recognises Priyadarsika to be the lost daughter of 
Drdhavarman and explains her relationship with Vasavadatta to be her cousin. Thus at 
the end Priyadarsika is united with the king as another wife. Therefore there is a happy 
ending of the play. 

Though we have no means of determining the exact hour of the beginning of 


fourth act, yet it can be said that it lasted for about three hours??? 


Hence, the resume of the duration of action of PD may be innumerated as the 


following :- 


viskambhaka : Part of one day in the rainy season of autumn 


Interval of many days. 

Act.I:- Part of a day, in forenoon till mid -day. 
Interval of atleast one year. 

Act, II:- Latter part of an autumn afternoon. 
Interval of a short duration. 


Act. IlJ:- Evening of kaumudi festival. 


Interval of a short duration. 
Act: IV :- Part ofa day. 


It seems that the action of the play covered more than a year from autumn till 


the autumn of next.year . However, as per the rules of dramaturgy they have been 


‘compressed into one year. 


203. Kale. M.R. Priyadarsika . Intro. xxix 
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foe 
1. THE SCENE OF ACTION OF PRIYADARSIKA. 


Act I- The king's palace and the pramadodyana or the ladies park adjacent to the 
palace on its precints are the places where the whole affair of the plot has taken place. 
In the viskambhaka of the first act, the chamberlain is on his way from the Anga 
country to his master 204 The second scene takes place in a so called drawing room 
where the king Vatsaraja used to consult with his ministers. That room is fit for the 
king Udayana to hear the episode relating to Vindhyaketu from Vijayasena who had 
come along with Rumanvan, the minister. Udayana comes to know about the daughter 
of Vindhyaketu ( originally Priyadarsika ) and asks the chief queen Vasavadatia to 


F ay: 
make necessary arrangements relating to her future studies20>. 


204. PD, Ip.4 
205. Ibid, I. p. 10 
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Act-II: In the second act both the kin and vidusaka go to the ladies park (_dhara 
echodyana °° for two different purposes. The king wants to pacify his anxiety for the 
queen Vasavadatta who has been observing the vow ofa fast. On the other hand vidusaka 
goes to take bath in the pond, attached to the shower house, an initial preparation for his 
svastivacana. Being ordered by Vasavadatta, Indivarika and Aranyika also come there 
to pluck sephalika and lotus flowers where the first meeting of the hero and heroine 


takes place. So the piace near the garden of shower house is highly proper for such 


incidents. 


Act-III:- 

The banana bower and the preksagara are utilised by the poet for his scenes of 
the third act. Manorama discovers Aranyika in her love- lorn condition and overhears 
her lamenting on her helplessness.7°7 Manorama along with vidusaka hatch a plot for 
the union of the king with Aranyika . But now, the scene shifts to music hall of the 
palace 208 ‘The whole plot of the drama moves around the internal harem. So far as the 


music hall is concerned it is also connected to the construction of the main drama as 


206. Ibid, Wp. 11 
207. Ibid., WE. p. 25 
208. preskagrhameva gacchavah / . Ibid, III. p. 29 
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near by places of shower house garden have the importance . The harem in its narrow 
sense may indicate the internal dwelling aparusents of the queens and other female 
inmates. But in its metaphorical implications it refers tc all the connected places related 
to the visit of the queens for the purpose of the development of the main story. Hence, 
there is no break in the uniformity of the places from the pleasure garden till the music 
hall . For the accomplishment of scime other work also the change of place is required , 
because the encounters of Udayana with Vasavadatta is possible only in inner harem. 
The shower house garden is not near the pond. So the music hall happens to be the 
lage till the completion of the UIrd. act. 

Act:IV:- . 

All the incidents of the fourth act take place inside the palace. The initial con- 
versation between Monorama and Kaficanamiala” takes place in some remote corner of 
the palace , the talk between Vasavadatta Sarhkrtyayani takes place in 
hie’? 


dantavalab and the initial talk between the king and vidusaka occures in the 


passage to dantavalabhi7!°. Thus all the main incidents take place in the dantavalabhi, 


4 


209. esa khalu devi tayaiva saha 


. 


dantavalabhyan tisthati / Ibid, IV p. 46 


210. raja- iyam devi dantabalabhimadhya madhyaste / 


yavadupasarpami / Ibid, IV. p. 49 


PLOT ANALYSIS.IN PRIVADARSIKA 


Action is the life line of a drama. Therefore a dramatist must be careful about 
the execution. Harsa is quite attentive to this fact. In PD non of the doings of the 
characters come on the way of the plot. The events of a dramatic plot are normally 
divided in to three types. Events which are under one's control Le. svayatta, events 
which depends upon other i.e._parayatta events which depend upon supernatural ele- 
ments i.e. daivayatta. Out of these three events svayatta and daivayatta vyapara are seen 
in PD and Harsa has consciously avoided the use of supernatural elements as its use 
hampers the movement of the plot and appears not to be quite in tune with his scheme. 
The nandi verses of PD are short but admirably serve the purpose of making the 
audience interested towards the staging of the play . It indicates the future course of 
events. The introduction of sutradhara is relevant and succinctly supplies all the rel- 
evant information regarding the play to the audience”!!. The kancuki Vinayavasu indi- 
cates the or of action and his melancholy mood is clearly known to the audience 
through his actions and physical movements indicating there by the future course of 


212 


the development of the plot of the drama~’*. The conversation between the king and 


vidusaka is successful in so far as it gives the background information and reveals 


211. Ibid., I. p.3 


212. Ibid. I. p.4-5 
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he char f Vatsaraja aiid Vasavadatta to some extent. Vaitalika’s utterances also 


serve the purpose of indicating the future actions of the king in addition to giving the 


a. Harsa intermixes the dialcgucz with various types of stage directions 


hint time 
admirably. These stage directions are lively and add to the naturalness of action on the 


stage. 


The entire scenge of action in the IInd. act centres around the observance of the 
vows of Vasavadatté .The king, the vidiisaka, Indivarika and Aranyiakd come to the 
pond near the dharagrhodyana . The king and vidusaka come to the spot to assuage the 
ruffled feelings of love lorn Vasavadatta who is observing fasting. Aranyika and Indivarika 
also come to the spot Because they are despatched by Vasavadatta to gather flowers. 
While gathering flowers bees torment Aranyika and on the pretext of helping her , 
Udayana gets a chance to come in close contact with her and from vidusaka's introduc- 
tion she comes to know about Udayana . This scene reminds the reader of the 
sila, situation of SK. Buta comparison between these two scenes reveals 


that the scenes of SK are more suggestive , but the scene in PD is more factual 


and natural. Indivarika is perplexed and does not know that Vatsaraja Udayana is 


there. Vidusaka's utterance bhavati sakala prthvi pafitrana samarthena vatsarajana 
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paritrayamana ....., 214 makes her aware of the real identify of the person who has 


come to her rescue. The events of III rd. act thus appears to be justified and add charms 


to the drama. 


The introudction of the device of garbhan&taka in the [lIrd. act is a master 
stroke of the genius of Harsa. It is essential for the development of the plot, charactersation 
and delineation of sentiments and 1s instrumental for the union of the love lorn hero and 
heroine. It has influenced subsequent dramatists like Bhavabhiti and Rajasekhara most. 
The blurting out of the secret plan of union between Vatasaraja and Aranyika 215 of 
vidusaka appears to be quite natural and lends a unique charm towards the dramatic 
effect of the whole scene. 

The receipt of thé letter of Angaravati by Vasavadatta 216 in the IV th. act is 
instrumental in lessening the chasm of misunderstanding between Vasavadatta and 
Udayana and paves the way for revealing the real identify of Aranyika and her ultimate 
reconcileation with Vasavadatta. As a result the happy union between hero and heroine 
takes place. The scene depicting the taking of poison ek by Aranyika who serves the 
purpose of bringing her immediately to the stage and indicates the expertise of the 
hero in curing poison bites. It enhances the suspence of the audience so that the dra- 
matic effect gets a fillup. Thus the plot construction of PD is admirable and reveals 


the power of critical judgement, dramatic dextrority and propriety of the author. 


217. esa khalvaranyika kalyavyapadese 


nanitam visam pitva pranasamsaye vartate / Ibid IV p. 54 


ect ee 155 
TIME ANALYSIS IN RATNAVALT 


From a close study of RV it seems as if the play covered a time span of a week 
or even less than a week. 

In the viskambhaka Yaugandharayana informs the audience that the king having 
been invited to see the celebration of spring festival goes to the upper section of the 
palace. So it is clear that the play starts with the commencement of spring festival? }®. 
The spring festival usually takes place in the month of caitra or vaisakaha. 

Act-I:- The first act records the celebration of the spring festival through the 
dvipadikhanda of Madanika and Citalatika?!?. So the play begins on some day of 
caitra season. Of course there is a lot of difference of opinion amongst scholars regard- 
ing the exact day. According to Devdhar and Sumi the occasion is on madanatrayodasi 


221 


ie the caitra sukla trayodasi-”? . According to Kale the Act-I begins late in the 


afternoon of one of the days of the madana festival and this must be the full moon day. 


222 takes it on 13th. day of caitra, which seems unnatural. However from the 


Jackson 
interval evidences of the text it appears more probable that Act.J must have begun in 


the fool moon day of the month caitra. Even the act must have been finished within two 


hours or so. So it seems that the events of Ist. act must have taken place in between 5 


PM to 7 PM in the evening of caitra, the sukla section of the month, as there is the 


218. pramodamavalokayitum prasadabhimukham 
prasthito devah. / RV _p.8 


219. iha prathamani madhum4so janasya 


hrdayani karoti mrdulani / RV p.14 
_ 220.D evadhara and Sum Ratnavali Intro. p. 18 

221. Kale, M.R. RV. Intro. XXVI. 
222. Jackson, A.V.W. Time Analysis of Sanskrit Plays II, JAOS , 


Vol. XXI, 1960 p 90-9] 


‘ ge toss 4 : p22 
reference to ‘ godhuili' when the moon appears in the sky S 


Interval:- There might have been a short interval of one day between Act. I and Act.II. 
Because in the Ist. act. Sagarika has entrusted the responsibility of the sarika on Susamgata. 


ae Susarhgata 


There is the deep probing relating to sarika in the beginning of the IInd. act 
seeks her friend Sagarika to restore the bird to her keeping. 
Act-III- Evidently all the incidents must have taken place in the second day 
after the interval . Even if we leave the pratipada day for the king to learn from 
Srikhandadasa, the receipe to bring forth unseasonal flowers in the dvittya day the 
king must have taken interest in applying the recipe, to Navamalika flower. This is 
very much possible due to psychological reasons. Even there is a possibility that 


Srikhandadasa, who came from Sriparvata22> 


was present in Kausambi during the 
spring festival. The king learnt the application of untime flowering in the morning of - 
pratipada and had some how experimented it on the same day. In ania day he 
might not have learnt it as all the persons in the harem including the king and queen 
sere extremely busy in the celebration of kandarpa festival. 


Though there is no definite time mentioned regarding application of sacred 


magic to Navamalika by the king or Sagarika's arrival in Kadaligrha. 


223. RVI 24 
224. Ibid., Pp. 28-29 


225. Nipunika says in RV page 29 
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SCENE OF ACTION IN RATNAVALI 
Ratnavali isa play depicting scencs in the harem of king Udayana of Vatsa land. 
Act. I- In the first act the king ascended the upper section of the palace?76 with 
vidisaka and witnesses the folk dances related to the ssring festival. Even from the 
words of vidiisaka it is clear that the charm of the cupid festival can be visualised from 


227 The king's expression of the exquisite beauty of Kausambi 


that portion cf the palace 
is a proof to the lofty height of the palace”?®. 

In this place both Madanika and Cutalatika enter exhibiting the play of love 
and chanting a dvipadi ditty. So, this is the most befitting place of the palace for the 
arrangement of the dance and music of the spring festival. Vidusaka makes jokes with 
both the maidens. Then the two ladies convey invitation of Vasavadatta for spring 
festival . So the king and vidusaka go there. 

Harga aay aptly has choosen the Red-Asoka tree of Makaranda gardens where 
the worship of omnipotent cupid is scheduled to be held . In fact the worship of cupid 
is really expected in the famous Makaranda garden with a silken canopy spreadout 
through amass of mango flowers, shaken by the malaya breeze and resounding with 
the sweet music of the cuckoo and the humming sound of the giddy black bees??? 


Here. the trees appear as if infatuated through the touch of honey and show a coppery 


hue with fresh leaves of lusture of emerging coral. By such beautiful spring 


226. RVp.& 

227. Ibid. p.11 
228. Ibid., 1/10 
229. RV p.18 
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festival the king Udayana gets inspired to eulogise the queen with kusuma 


sukumaramurtirdadhati-~” , valapravala vitapiprabha lalateva 231, udbhinnaparamrdutara — 


kisalaya iva’>* etc. . 


Thus , makarodyana is the most befitting place for the auspicious ceremony of the cupid 
where there is an union of both " alambana and uddipana vibhavas. " 

Act. Il . The IInd. act of RV is centred around the garden of the king and the 
banana bower. There are many advantages in selecting these places. 

a) This part of the garden is dense with trees to such an extent that one can hide 
easily there” 33 Susanigata says to Sagarika to hide herself within the dense Tamala 
tree? 

b) From this place the pond is not far off from where in addition to water some 
materials af equrenicn during the love sickness like lotus leaf, the unguent of vetiver 
to be applied, lotus stack bracelet etc. are to be obtained easily. 

c) This place was quite near to the Navanialika creeper of the king where it was 
easy for the king to come there with his friend viddisaka. 

d) This place was also a proper place for the portrayal of a picture. 

Thus for the proper development of the play this place is very important. 
Susamgata and Sagarika get ample protection through the thickets of Tamla tree for 
two times. First of all when that wicked monkey, fond of rice and curd had come 


there probably being attracted by the banana bower. 
230. = Ibid., 1. 19 
231. Ibid., 1. 20 
32. Ibid. 1. 21 
33. Ibid. V17.18 113 
234. tadalaksitam tamalavitapandhakare pravisya ...... etc. Ibid., Il. p. 36 
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Secondly, with the apprehension of being caught red-handed by Vasavadatta, Sagarika 
went to this bower where Susanigata brought lotus-stack from the near by pond required 
for her bed. Fortunetely encugh the king and vidusaka reached there and found the 
love-iorn condition of Sagarika. The king wanted to go near Navamilika creeper, near 
the banana bower. But the mischieveous monkey had opened the door of the sarika. 
Sanka also recounted the whole of intimate but secret talk between Sagarika and - 
Susamgata. Vidusaka clapped his hands and shouted at a very high pitch. So it was 
natural for the sarika to fly towards the banana bower. Both the king and vidisaka 
chased the bird and finally saw there Sagarika and Susamgata. Thus, the first union 
between the hero and heroine has taken place in a remote comer of the garden which 
seems quite impressive. The Navamalika creeper was near the bandana bower. So 
Vasavadatta also came there in search of the king . Thus, the garden is the best place for 


the development of art and love episodes of both hero and the heroine in the IInd. act. 


Act:III- Third act takes place in the same garden but in a separate place called 
madhavilata mandapa. There are many reasons behind the selection of such a place. 

i) The episode relating to the picture had already taken place in banana bower. 
However that place was never suitable for daliance. One had to cross the 'makaranda’ 


garden in order to go to madhavilata mandapa, a far and remote place. So there was no 


possibility of any one coming there during night without any definite purpose. 


ii) The attempt of frustrated Sagarika to commit suicide by strangling through 


the creeper string can be accounted for easily as these were available there. 
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- Act. IV - This act opens with the conversation between Susarigata and vidiisaka. . 
It is clear from their talk that the king was in crystal pavillion” . Here takes place the 
discourse with Sagarikad regarding the jewel necklace and here also he hears about the 
eipisode of victory over KoSala. In addition to all these things the great magician 
Sarvasiddhi also exhibits his magical tricks here. Yaugandharayana contrives to send 
Babheawa -and Vasubhuti to the king's presence during the magical plays. Vasubhuti 
relates the story of Ratnavali's betrothal and her disappearance by ship wreck on her 
way to Kausambi. Thus, for all such dramatic fragments the crystal pavillion is the 
most proper place. There is the meeting place for the king and it is quite near to the 
internal harem. After this the release of Sagarika and the marriage with her etc. are 
shown in that past of the harem where the king saves the heroine from the artificial fire. 
Erol the words " tadavastha " and " tvadvacanad asmabhir ihanitd Sagarika " it is 
inferred that the crystal pavillion was so near to the place of fire that all could come 
there easily after the rescue of Sagarika . Even after the fire scene it looks odd to talk 
there by standing alone. So, probably the marriage takes place in the same crystal 
pavillion. 

Thus, the arrangement of place justifies all the corresponding scenes of RV . It 
seems quite natural now to consider that all such scenes must have taken place both in 
the garden or harem. Really speaking garden is a part of harem. Thus , through a 
metaphorical extended meaning the herem can be said to be the "place" of enactment for 
RV. 

235. esa khalu bharta ...... sphatika silamandapamgatah / RV IV p.88 
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_ THE PLOT ANALYSIS IN RATNAVALI 


-RV attests to SriHarsa's ability of masterly slat construction. Though the play 
is full of cee of exquisite poetic sensibilities, his skill in plot construction has not 
suffered a bit on that Perr ae . The utterances and actions of the chracters in RV 
impact a lively vitality to the growth ofthe plot and add charm ultimately to the play . 


The nandi verses build up the background and skilfully suggest the course of action 


throughout the drama. The prastavana is also successful in its aim of nicely introduc- 
ing the drama, the dramatist and the subject matter. Yaugandharayana sows the seed of 

action in viskambhaka. The singing of dvipadikhanda and the enactment of madanalila 
by Madanika and Cutalatika in first act attest to Harsa's power of imagination and the 
skill in the development of the plot. The monkey let loose from the stable and the maina 
set free consequently by him are novelties and they are vital element in giving a turn to 
the course of events sparing there by many an unpleasantness and undramatic  situa- 
tions. The repeatation of the dialogues between Sagarika and Susarhgata by maina bird 
is not without purpose as it gives incling of her love to the king as well as her timidtity 


and helplessness is known. 


The scheme of exchange of dress is beautifully conceived in third act as it adds 


charm and loveliness to the development of the plot. Sriharsa has made use of svayatta. 


236. Keith, AB The Sansknt Drama , p. 175. 


Das gupta S.N, History of Sanskrit Literature p. 261 
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pardyatta and daivayatta vyapara inthe drama. In the first category may be included 
enjoyment of vasantotsava by the king, disciotion of war by Vijayaverman, songs and 
dances by cetis, various actions indicating love of heros and heroines, anxiety of 
vidusaka to help the king, the eagerness of Susamgata to help the heroine are included 
under svayatta vyapara , heeaine the actions in these cases solely depend upon the 


volition of the person concerned. 


Arrival of Sarvasiddhi in accordance with Yaugandharayana's bidding, the scene 
of conflagrations due to the feats of magician, the prompting of Susamgata to king to 
please Sagarika and Kancanamala's prompting to Vasavadatta to go to Madhavi bower 


can be proved under parayatta vyapara . 


The drowning of Ratnavli in the ocean due to shipwreck, the falling down of the 
drawing from the hands of vidusaka due to carelessness, letting loose of the monkey 
from the stable , the repetation of confidential talk between Sagarika and Susamgata 


by maina bird and failure of the plan of exchange of dress by Susatngata may come 


under daivayatta vyapara. 


Aclose scrutiny of the development of action in RV attests to the naturalness 
of it's execution . The characters in RV act in accordance with the prevailing circum- 


stances and their own propensities. Hence they are so attractive. 
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TIME ANALYSIS IN NAGANANDA 


From a close study of Nag it appears that the story element of the drama covers 
atime span of not more than three weeks. In the prastavana allusion to the celebration 


of Indrotsava is described. In the Iind. act the heat of the autmnal sun is referred 


10237: A gap of 15 days is generally taken to be necessary for the development of the 


_ plot. It becomes plausible that the Ist. act begins onthe 8th. day of bright half of the 
month of As'vina and the IInd. act goes up to the 9th. day of dark half of the month 


238 This surmise gets support from the utterings of Mitravasu " Kumara 


u 239 


of Karttika 


and from utterings of the 
n240 


2 - =. . - —_-=- . . i 
Jimutavahano 'smabhih asannabhavat supariksito yam 


hero Jimutavahana- " nitah kim na _nisah Sasankadhavala . The first act most 


probably takes place at noon time. This assumption becomes clear from the reference 


madhyamadhyaste ‘nabhasthalasya bhagavan sahasradidhitih u241 ond 


pratiksyamandyah malayavatyah kadacit m@dhyandina savanavela atikramet ae 


.The IInd.act most probably belongs to the same day or the day following the Ist. act . 
If the first assumption is taken , then the time assigned for it may be the afternoon . In 


the second ulternative it will be early forenoon of the next day as the conversation 


237. Saradatapajanita iva me santapah / Nag I.p.42 


238. ‘Tripathy, G. Sn Harsa ke rupaka p. 126 


239. Nag, Il. p.59 
240. Ibid. 1.3 

241. Ibid., I. p.40 
242. Ibid., I. 236 
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between Jimiitavahana, vidusaka, Malayvati, ceti and tapasa could hardly take more 
than three to four hours. The events of the [[Ird. act follow the Ind. act immediately. 


. From the vita's. saying it is clear “ prathama prahare eva malayavatya vivahamangalamn 


nivrttarh tat kathash si idanirh prabhatepi ndgachhati*? ". So it is clear that it is day 
a 

break now. The marriagbe festivity are still going on as is clear from the Sekharaka's 

remark. Towards the close of the IInd. act we find reference to sunset. “ samprati hi 


440 Thus , itis clear that the events of the IIrd. act 


parinatam ahah astarn ‘yasyan 
took place from dawn to dusk on the day after the wedding which materialised just after 
the closing of IInd. act. It appears that the wedding of Malayvati and Jiniutavahana 
took place on the 10th. day of the darkhalf of the month Kartika and the conversation 
of vita, ceta vidusaka, navamalika etc. as well as the sweet talks of hero and heroine in 


the Tamiala vithi took place on the 11th. day of darkhalf of Kartika. The IVth. act 


occupies a shorttime. It is clear from the remark of kaficuki that Malayavati has left 


her parents house and _ is residing with her husband in parent in-laws house**>, 


According to Agvalayana_grhyasiitra the newly wed couple should go to their own 


house on the Sth. day of their marriage. The description 


246 


of sending the red garments for Jimitavahana confirms an interval of five to six 


243. Ibid., Ill. p.73 
244. Ibid. III p. 98 v.18 


245. duhitd ca Svasurakule vartate/ —Ibid., IV p.99 


246. Ibid IV p.99 7 > > os, 


a cae wast tee 
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days between the IlIrd. and IV th. act. In the second place the festival of Dipa pratipada 
utsava 7*7 is celebrated on the first day on the bright fortnight of Kartika. It is custom- 
ary to give some suitable presents to the bride and bridegroom. This appears not to be 
coming just after the wedding of Malayavati and Jimitavahana. Jimutavahana's atti- 
tude also indicates a slight waning of the honeymoon. He wanders with his brother in 
the seashore and enjoys the beautiful scene of the seatide. A little farther on in that he 
feels that his marriage with Malayavati has been fruitful saphalibhuto me malayavatya 
panigraha. His words of reminiscence of Malayavati's kisses implies that the union has 
taken place before some days . Jimitavahana and Malayavati are living together in his 
parent's house. The actions ofthe IV th. act most probably happened on the first day of 
the bright half of Kartika . The events of Vth. act follow immediately upon the [Vth. 
. Thus, the Vth. act happened on the same day of IVth. act. It seems reasonable to 


asume that at least 10 days must have passed between the wedding and the great self 


sacrifice of the hero. 


247. Ibid. IV p.100 
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SCENE OF ACTION IN NAGANANDA 

Sriharsa has given due attention to the places of dramatic occurances in Nag. 
The Ist. act is enacted in a place near Maiaya mountain?“ where Jimiitaketu resides. 
This is also the place which is befitting for the meeting of Jimiitavahana and Malaya 
vati, who happen to be the hero and heroine of the play respectively. Their first 
meeting place is the temple of Gauri which is situated there. This temple indicates the 
nobility and purity of their love. 

In the iltrd. act the farcical occurances between vita, ceta, vidusaka and 


Navamalika occurs in the kusumakara udyana”” and this place is most befitting one 


for this type of humour. The union of hero and heroine takes place in the Tamala vithika 


which is situated near kusumakara udyana? 


. They both sit on the crystal stone and 
engage in love talks. As it is a secluded place there is little likelihood of others over- 


hearing the talk. ThisTamala vithika indicates the purity and profundity of love and it 


does not allow the full fructification of the union. Mitravasu comes to this place and 
informs the hero of the attack of Matanga on his kingdom . Thus, the first meeting 
ends. | | 

The occurances of the IVth. act happen near the seashore. The seashore indi- 
cates the gravity and success of the hero. The huge stock pile of bones of dead serpents 


appears like Malaya mountain to the hero??? Coming to know thetrue nature 


248. malayaparvatam eva gacchavah/ Ibid. 1. p.16.— 
249. Ibid. I. p. 73 
250. adesaya margam kusumakarodydnasya / Ibid., III p. 85 


251. naivami malayasanavah , naganam 


asthisamghatah khalvami / Ibid., IV 103 
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of the bones the heart of Jimttavahana gets perturbed like the wind swept ocean's 
surface of the ocean . The mother of Sathkchaciida wails pitifully in this seashore 
hearing which the hero's ‘heart becomes full of pity and he decides to offer his own life 
for the sake of her son. . 

L 
The events of Vth. act also happen on the peak of Malaya mountain. Garuda 

lifts Jimutavahana to that place. Others also follow garuda and arrive there. 
. Jimutavahana's uttering " | 
siramukhaih spats eva rakta madyapi dehe mana’ mansamasti / 


trptim na pasyami tavapi tavat kim bhaksanat tvam virato garutman // 252 


indicates the magnanimity of his character which does not get perturbed at the time of 
death. Goddess Gauri appeared here and revived the hero as well as the dead serpents 
back to life. The peak of the Malaya mountain is the fittest place for her appearance 
and wonderful occurance. The dwellings of. Jimataketu, the tapovana of kulpati Kausika, 
the temple of Daksina gokarneSvara_ and the seashore, ail are situated near the Malaya 


mountain . So, the entire happenings of Nag centres this mountain. 


Thus, the places where inthe different scenes of the play are enacted appear 


well choosen and indicate a compactness of the scene of action. 


252. Ibid., V. 16 
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PLOT ANALYSIS OF NAGANANDA 


The analysis of action as shown in Nag reveals no striking feature. The play 
wright has made use of three types of action i.e. eeaeaiee parayatta arid daivayatta. 
The self sacrifice of hero Jimutavahana belongs to the first category, the raining of am- 
brosia by Garuda tothe second category and revival of hero.back to life and conse- 
quent conferment of the title of _cakravartitva of Vidyadhara race on fin by Goddess 


Gauri to the last category. 


All the characters act according to the plan. Their dialogues and actions are 
attractive and give a fillup to the unfoldment of the plot. The humerous situation of vita, 
ceta, vidusaka and Navamilika in the IfIrd. act. appears superficial, but a close exami- 
nation reveals its necessity. It attests to the usual merrimaking ina wedding ceremony 
so common in Indian contest. So, its introduction adds naturality to the description of 


wedding in the previous act. 


The nandi verses sais by eulogising lord Buddha suggest to the steadfastness and 
nobility of love life between hero and heroine. Like PD_ and RV the prastavana in Nag 


is quite successful in its aim of introducing the drama. 


253. Budho jinah patu vah / Ibid., 1.1 


e ” ~ 
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The beautiful play of the flute by Malayavati is instrumental in sowing the-seed 
of love between the hero and heroine. The sudden apperance of Sandilya in the scene 
leads to their abrupt separation. The announcement of tapasa rekindles the hope of © 
union, The conversation between ceti and nayika reveals the lovelormn condition of the ' 
heroine. Vidtisaka describes in a similar way the love lorn condition of the king. The 
drawing of picture attests to the artistic tendency of hero and acts as an instrument of 
effecting the union. The rejection of Mitravasu's proposal by Jimitavahana, lands 


ho but her steadfastness some how sustains her . The 


Malayavati on the verge of deat 
announcement of the consent of Jimutavahana's parents for the marriage by another ceti 


ultimately leads to the happy end. 


The entire action of IIIrd. act serves as a background to the impending self 
sacrifice. The conversation between kaficuki, Vasubhadra and pratihiara Sunanda_re- 
veals the fact that Malayavail is already in father-in-law's house and Jimutavahana 
accompained by Yuvaraja on the seashore. Mitravasu describes the arrangement regard- 
ing Garuda's food and consquent unhappiness among the serpents . Sunanda in the 
mean wile takes away Mitravasu off the stage leaving Jimutavahana to contemplate 
the self sacrifice. The bringing of twin red garments by kaficuki serves its purpose of 


revealing the haste and greediness of Garuda. 


254. Ibid., II. Pp. 64-65 
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The last act is full of marvellous affairs. Thé heroic self sacrifice of Jimuta 


255 snakes Garuda repentant 256 and goads him to bring ambrosia to revive dead 


serpents .The death and consequent revival of JimUtavahana by Goddess Gauri?>’ 


vahana 


caters to the sense of wonder in the audience and leads to the happy reunion at the end. 
Thus, the two distinct types of event of Nag are fused in a nice way and adds charm and 


enhances the reputation of hero in the end. 


The survey of scene of action of all these _ plays reveals the fact that Harsa is 
quite alive to the swift movement of the action of the plot. The entire plan is directed 
towards the fruition and accodingly he has introduced characters, situations, dialogues, 


conflicts and resolutions, so that the audience could enjoy them to the full. 


Stageworthiness of Harsa's dramas 

The plays of Sriharsa were meant to be enacted on the stages and actually they 
were. A good dramatist always becomes conscious of the time span required for the 
staging of the play. If the time required is long, the audience gets bored and inattentive. 
If the time becomes too short they do not derive sufficient pleaure. Hence a happy 
balance should always be maintained between these two extreme situations . Sriharsa 
was quite aware of this fact, Hence , he wrote all his sine with the objective of staging 
them within three to four hours. Hence, his plays are sweet and short. Sriharsa knew 
the values of appropriate dialogues. His dialogues are therefore simple direct and force- 


ful. They are easy to understand and attractive. He has given all the necessary 


255. Ibid, V.11 
256. Ibid, V.p. 155 


257. Ibid, V. 171 
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directions in his plays. PD, RV, Nag contain 183, 169 and almost 400 stage directions. 
These directions are short and forceful. A reader while going through the play visualises 


- their enactment without any difficulty. Directions like:- 
258 | 


drstyo 


ttarena_phalakath prachhddayanti savilaksya smitam?>” , jvalanapravesam nAatayitva 
a 260 


* tatah pravifato madanalilam nityantau dvipadikhandafn gayantau cetyau 


dhiima bhivavarh ‘natayati attest to his familiarity of the staging of the dramas. 
Harsa also does not forget to indicate the mental condition of the actors, because the 
sucess of staging of a play depends upon the harmonious combination of physical move- 


ment and mental state of the actors. So clear indications like saharsam, sarosam, 


satopam, sasambhramam, sakopahdsyam, sakautukam are seen in his dramas. Some 
times he does not forget to indicate the appropriate seneataice and apparels of the 
characters. Thus, we see mention of -grhita  vasanta vesa, vetrahasta, pichhikahastena 
etc. in his plays . Apart from these his use of adverbs like vilokya, drstva, parsvatodrstva, 
samantadavalokya_ reveal his dexterity in the art of acting. Mention of directions like 


nayakamn tiryak sallajam ca. pasy anti. kirhcit paranmukhi tisthati . tatah pravigati 


rudatya vrddhaya anugamyamanah satnkhaciido, gopayita vastra yugala sca kirhkarah", - 
are sufficient for the reader to visualise the action on the stage. Thus Harsa does not fail 


to‘provide directions for the easy understanding of the actors. Sriharsa knows 


258. RV Lp.l4 
259. Ibid. II. p.32 
260.  Ibid., IV. p.-104 
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how to relieve the tension of the audience. People do not like to see tense situations at 

a stretch on the stage. Hence some comic scenes and humorous aitaations: are intro- 
_ duced in his dramas. The singing of dvipadikhanda by cetis and their dances, 
the magic scene in RV the humorous situations among Sekharaka, Navamilike and 
vidisaka in Nag are scenes of such type. His charactees are full of vigour and vitality. 
They cast powerful influnces on the audience and he has used the dramatic techniques 
as enumerated in the dramaturgical works admirably in his plays. The introduction of all 
his dramas by sutradhara and natis are appropriate and natural on the occasion. 

From .a close scrutiny of his dramas it appears that Sriharsa sometimes tries to 
break the shackels of convention in his plays. He is the first dramatist to show his 
hero besmeared with blood and bereft of chunks of flesh from his body. Not content 
with this he even does not hesitate to show his hero dying on the stage in Nag. The 
death of the hero on the stage goes against the precepts of Bharata in NS . But Sriharsa 
has attempted to do that though in the end his hero comes back to life as if to fulfil the 
convention. Though most:of his plays are fit for acting still sometimes we see some 
lacunae in them. To cite an instance his description of Garuda _ lifting Jimutavahana 
bodily off the ground to the mountain peak swinging in his beak cannot be easily 
shown on the stage. But on the whole, instances like these are a few in his plays. Thus 


his plays reveal their stage worthiness in clear colours. 


CHAPTER-IV 


CHARACTERISATION 
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I) Male Characters 
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I) Male Characters 
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CHARACTERISATION 


Literature reflects the realities of de eisciaty times in an ideal setting. The 
poet or dramatist tries to paint characters in the light of his own experience from the 
contemporary milieu. His ideas, ideals, trials and tribulations sometimes seep through 
the hard realities aiid get blended in such a way that it is difficult to distinguish one from 
the other. Dramas of Sriharsa er an exception to this general rule. An accomplished 
dramatist, therefore always tries to paint the characters with utmost care because, it is 
through them that his message reaches to the audience and to the posterity. Hence, 
characterisation is the most vital element in any literary production and a systematic 
study of the characters is essential to know the mind and art of a dramatist. The drama- 
tist weaves the plot just with the help of characters. Ina drama, the characters are the 
wheels of the vehicle of a plot. Whatever the dramatist wants to convey to the audience, 
he does it through his characters. The proper role of the characters in a story can make 
or mar the quality of a drama. Thus, the characters hold a pivotal place in the structure 
of a drama. 

There is a great variety of characters, male and femalé who are introduced in 
Sanskrit plays. Kings, ministers, high officials and attendants often figured very promi- 
nently. Actors and actresses were classified according to their qualifications into supe- 


rior (uttama), medium (madhyama), and third rate actors (adhama)!. 


Z 


S - KM XXIV. 85-92. | 

SS XXIV. 1-8. 

esimi ca traividhyaduttamamadhyadhamatvena / 
ukta _ndyakabhedah ff SD . W138. 
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The principal parts of any drama are few a namely, the king, the vidtisaka, the 
_ heroine and her companions were stock types. Theorists give detailed instructions re- 


garding their appearances on the stage. 


Whatever the sentiment or the motive of the drama may be, there is always a 
major actor at the core. One enjoys the benefit of the fulfilment of effort of drama 
through the principal character. The resultant benefit is called the fruit (phala) and the 
enjoyment of the cia is called the adhikdra. One who has adhikara is no doubt, the 


adhikarin® and it is he, who becomes the principal character. He is called the neti, 


nay aka or the heros. It is through his action the entire play revolves. 


Due to numerous complexities of human nature, the hero may be of as many 
different types as human beings can be. So the classification of the hero seems to be a 
difficult and wellnigh impossible task. Still the rhetoricians of Sanskrit literature have 


- tried to bring a modicum of commonness to the complex problem.The general term for 


character may be taken to be neta or nayaka. Both these words net& and nayaka 


“3 


have been derived from the root . This root convey the meaning of guiding, 


2) adhikarah phalasvamyam adhikari ca tatprabhuh / 
tannivrttamabhivy fapi _vrttam syadadhikarikam // DRI. 12 


(3) Mukhopadhyay , G. A Tri-lingual Dictionary, —P. 201 
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taking and a nayaka leads the plot up to the attainment of some result. Inspite of the 
human failings and adverse circumstances the rhetoricians have defined the qualities of 
nayakas. Vigvanatha in SD‘ says ‘hata hero must be humble of sweet disposition, adept 
of sweet speech, popular, free from blemishes and of high lineage, stead fast in resolve, 
wise, intelligent, strong, valorous, full of self respect, powerful and well-versed in dif- 
ferent scalguites and of religious bent of mind. These qualities are also seen in DR of 


Dhanatjaya. 


Most of the Sanskrit dramas and poems deal with smigara i.e. love. Hence, a 
classification of characters on the basis of srrigra, sentiment of love may be attempted. 
When a hero falls in love with a new damsel, his behaviour towards his elderly wife 
naturally gets changed. Either he tries to cheat her by false excuses or becomes auda- 
- cious and uncaring for her feelings or he becomes extra soliciturs to please her though 
his heart lies with new found love. A hero who tries to please his elderly wife or wives 


while being attracted towards his new found love is called daksinandiyaka”. 


(4)()  tyagi krti kulinah _susriko ripayauvanotsahi / ” 
dakso’ nuraktalokas tejovaidagdhyasilavan neta // DIL. 30 
(ii) net vinito madhuras tyagi_daksah_ priyanfivadah 
raktalokah sucirvdemi rudhavarh$a sthiro yuva / 


Aan my 


| suro drdhasca, tejasvi _sastracaksugca dharmikah // DR II 1-2 
(5) esu tvanekamahilasu samarago daksinah_ kathitah // SD I. 35 


4 
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His attempt to procure the young damsels definitely hurts his first lady love, but 
his behaviour towards her does not appear to have changed. The second type of nayaka 


is called Satha, because though outwardly he showers his love on his first lady, but slowly 


he does the opposite to her. He tries to meet his newfound love keeping in dark the affair 
from his first wife°. The third type i.e. dhrstanayaka who never feels any remorse even 
if his dilly dallying gets exposed, never gets ashamed and is prone to taking cover in 
falsehood’. Another type is called anukulanayaka who always remains steadfast in love 
towards wife® never runs after others. The hero as the principal character is classified 


into four types” namely - 


1. Dhirodatta 
2. Dhiroddhata 
3. Dhiralalita 


4. Dhiraprasanta. 


(6) fatho yamekatra baddhabhavo yah /. 

darsitabahiranurago vipriyam anyatra gudhamacarati // Ibid., III. 37 
(7) —_‘krtaga api nihsankas tarjito‘pi na lajitah —/ 

drstadoso’ pi mithyavak kathito dhrstanayakah /{Ybid., II. 36 
(8)  anukula ekaniratah / Tbid., 1. 37. 
(9) ‘dhirodatto dhiroddhatah tatha dhiralalitas’ca / 

dhiraprasanta ityaya muktah prathamas’ caturbhedah /  Void., 1. 31 
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_ All the same, it becomes an essential qualification of a hero that he should be at all 
events dhira one full of fortitude and courage and should possess mighty strength for 
facing all the ups and downs of life. Among these qualifications the divroditta predomi- 
nates, because a hero must be in the face of all adversities , should not loose courage and 
get purturbed because life is not a bed of roses. Sometimes thoms in the shape of sor- 
rows and miseries engulf man and if the principal character does not have the courage 
and fortitude to face these adverse situations with calmness hi cannot be the perfect 


ideal to the toiling millions. 


DHIRODATTA- If one doesnot have self control one is not likely to succeed in 
this world of:trials and tribulations, because in society sometimes situation do crop up 
which provoke our animal instinct and an ideal man should not loose patience in the 
face of such provocations, and one who falls a pray to such provocations gets lost and 


never comes up to the mark as an ideal for others to imulate. 


‘The selfcontrolled and exalted hero dhirodatta!® is of great excellence, serious, 


forbearing , not boastful , resolute with self assertion, reserved and of firm purpose. 


(10)() mahasattvo’ tigambhirah ksamavanvikatthana / 
sthiro nigtidhahamkaro dhirodatto drdhavratah /} DRI. 5 


—_ 


(ii) avikatthanah ksamavanatigambhiro mahfsattvah / 
stheyannigudhamano dhirodattah drdhavratah kathitah // SD. IIT. 32 
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DHIRODDHATA- Society is not full of saints. Here crooks and cheat abound. 
They always try to put an honest man into all sorts of difficulties. These wicked people 
are never changed by sermons. To bring them into right path infliciment of punishment 


is essential. — 


The self-conceited and vehemently assertive hero dhiroddhata’* is altogether 
dominated by pride and jealousy, wholly devoted to magical practices and deceit, self 


assertive, fickle and boastful. 


DHIRALALITA- Man always seeks pleasure. The prime aim of all activity is to 
derive eles. because nobody wants to suffer. A dhiralalita type of hero typifies this 
happy go lucky type of man. He is never purturbed by anxiety and has an eye for the light 

- side of thing of life. Songs and dances enrapture his heart. He always craves for gentle 
company and runs away from the hard realities of life to the world of his own imagina- 
tion where the sweet songs of birds, melodies of the flowing water blooming of colourful 


~ pageant of flowers, attract his heart. 


(11)(i) darpamatsaryabhuyistho mayachadmaparayanah / 
dhiroddhatastvaharhkaro calagcando vikatthana // R. II. 6 


(ii) mayaparah _pracandascapalo hamkaradarpabhuyisthah / 
atma$laghanirato dhirair dhiroddhatah kathitah // SD IIL. 33 
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The self controlled and the light hearted hero dhiralalita 125. free. from anxiety, fond of 


_ arts (songs and dance) etc. happy and gentle. 


DHIRAPRASANTA- But life is neither a bed of roses nor full of thorns. A 
harmonious balance. should be maintained to lead a successful life. Dhirapraganta type 
of hero is one who knows this truth to the core of his heart. He always remains calm, 
_ never looses his balance of mind. Adversities do not dampen his spirit nor success 
elevate him. Because he knows that all these are temporary phases. Therefore, he 
maintains a calmness born of experience and vast erudition. Normally learned people 
display this tendency in the society. When the dramatist paints such characters they 


come under this dhirapraSanta type. 


The self controlled and calm hero dhiraprasanta’? is a brahmana or the like, 


possessed of the generic merits of a hero. 


These are the four popular types of heroes who lead other characters towards the 


succes in love or any heroic exploitation. — 


(12) nigcinto dhiralalitah kalaSaktah sukhi_mrduh / DR II. 3 
(ii) nigcinto mrduranigam kalaparo dhiralilatah syat / SD 11.34 
(13)(i) samanyaguna _yuktastu dhiraSanto dvijatikah / DRIL4 


(ii) simanyag unair bhuyan dvijadiko dhiraprasantah syat / SDI 
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CHARACTERS IN PRIYADARSIKA 
In PD there are six male characters namely, Vatsaraja, Vasantaka, Vijayasena, 
Vinayavasu, Rumanvan and sutradhara. There are also seven female characters in this 
drama of Harsa. They are Aranyika, Vasavadatta Sanikrtyayani, Kaficanamala, Manora- 
ma, Indivarika and Yasodhara. However there is a reference to the characters like 


Yaugandharayana, Vaitalika etc. who never appear on the stage. 
MALE GHARACTERS 
UDAYANA 


Vatsaraja Udayana is the nayaka of the play. He belongs to the category of 
daksinanayaka and is of dhiralalita type. He is happy-go-lucky type!* given to the finer 


sensibilies of life. Arts!>, dances music capture his heart and he is an expert also in 


—_ 
° 


giving performances in playing the lute ghosavati. He knows the vyanjana!® mode of 
_ playing in all 10 parts etc. His romantic episodes are quite famous! ”. His elopment with 


Vasavadatta is referred to by kaficukiya!® and evokes admiration in the audience. 


(14)  Srotrarh hamsasvano’ yam sukhayati dayitanupurahlddakari 
drstimpritim yidhatte tatataruvivaralaksitd saudhapali / PD. I1.4. 
(15) vispasto drutamadhyalambitaparicchinastridhayam layah / Ibid., II. 10 


(16) vyaktirvyafijanadhatuna daSavidhenapy atra labdhadhuna / Ibid., III. 10 
(17) loke hari ca vatsarajacaritam / Ibid 1.3 


(18) aye, Sriitarh maya bandhanat paribhrastah pradyota 


tanayama Itya vatsarajah kausambim agatah / Ibid., I.p.4 
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He is an appreciator of virtues without considering whether one is enemy or friend. The 
valour shown by Vindhyaketu evokes his admiration!?. He does not loose patience in 
_ adverse circumstances and tries to overcome them through patience and dedication. He 
is chivalrous”? brave” } given to the enjoyment22 and very considerate towards his 
wives Flirting by aie: feminine beauty casts a powerful spell on him and he runs 
after beautiful damsels when the opprtunity is available. He is ever ready to help the 
distressed when Vijayasena presents Aranyika before him‘ and narrates her sad plight. 


He at once takes her full responsibility?> and entrusts her to Vasavadatta’®, 


(19) gobhitarh_vindhyaketuna /sadhu vindhvaketo sadhu / 
satpursocitam margamanugacchato yatsatyath vridita evarh 
vayam vindhyaketor _maranena / Ibid., I. p. 9. 
(20) The king says to vidiisaka by observing aranyika - 
vayasya, dhanyah khalu asau_ yah etadanga 


sparSasukhabhajanam _bhavisyati / Ibid., II p. 18. 
(21)() na _khalu sarvo vatsarajo ya evarh vasavadattdmavapya 
bandhananniryasyati / PDI. p.7 
(ii) kathamahath drdhavarma vrttante viSrabdhastisthami ?_ Ibid., IV p. 50 
(22) devi _prabhavati kuto smakamanyatha kartum vibhavah ? Ibid., IV. p. 58 
(23)(i) vayasyaka idanimupayah priyam mocayitum / Ibid., IV. Pp. 47-48 
(ii) ah evarh bhumavupavista devi / Ibid., IV p. 48. 


(24)  apyasti _vindhyaketo rapatyamn yatrasya _paritosasya_ phalarh 


dargayami / Ibid., I. p.9 
(25) yada varavogya bhavisyati tada mani _smarayeti / Ibid. I. p. 10 


(26)  bhaginivuddhya tvayaiva sarvada drastevya / 


. _— mm os « . . 2 so f. . _ . 
gitanrttavadyadisu visistakanyakocitam sarvam Siksayitavya/ Ibid.,I. p. 10 
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_ His personality i is SO leasing that his ministers”’, friends, subjects and servants”® adore 


him the most. They are prepared to slay down their lives for his sake 29 He is adept in 


war’? and has conquered all his enemies !. He appreciates other's merit and can judge 


the event properly with pros and cons. He praises Vijayasena>~ for his victory over king 
of Kalinga and their on his retum from the victorious expedition shows him royal 


favour. He is a ae of natural Beauty. His graphic ses of Aranyika’ s 


physical charm,? 3 the beautiful description of vernal season? 4 his knowledge of 
(27)  Vijayasena says to kancukiya - adya svamipada drastavya iti 
yatsatyamanupamani kamapi sukhatisayamanubhavami / Ibid., IV p. 51 
(28)  sukhanirbhard’ nyathapi svaminamavalo 
bhavati bhrtyajanah / Ibid IV. 6. 
(29) vindhyaketorupari bhuny ahani vijayasenasya presitasya / 
na cadyapi tatsakaSat kadcidagatah / 
tadahuyatém tdvad amatyo rumanvan / Ibid. , p. 7 


(30) krtayathocitakriyah satkrtya vijayasenam ” 
kalingocchittaye presayamah / Ibid., p. 11 
(31)(i) nirvyudhd ranasahasa-vyasanita.... / Ibid. 1.6 ° 


(ii) Vidiisaka says - 
bho tvaritavadanekasamarasarghattaprabhavabahusali / 
- punarapyanekagajaturagapadatidurvisahabalasamuditah / Ibid. IV. p.48. 
(32)  sadhu vijayasenena mahavyaparo nusthitah / a Ibi Ibid., IV. p. 52 


_ (33)  pataladbhuvanavalokanapara kim nagakanyotthita 
mithya tat khalu drstameva hi maya tasmin kuto’ stidrsi / 


murta syadiha kaumudi na ghatate tasya diva darSanam 

keyarh hastatalasthitena kamalendlokyate Sririva / Ibid., 1.6 
(34)  vmntaih ksudrapravalasthagitamiva talath bhati sephalikinam 

gandhah saptacchadanam sapadi gajamadamodamoharh karoti / 

ete connidrapadma cyutabahalarajah pufija pifgarigaraga 

gayantya vyaktavacah kimapimadhuliho varunipanamattah / Ibid., II. 2 
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dramatic performances”> and enactment , capabilities are a treat to watch. He isa 
pastmaster in winning over manavati nayi #° He has ability to ward off the dangers 
from taking poison® 7 When Aranyika takes poison in despair and becomes unconscious, 
it is Udayana who cates her and is appreciated by vidisaka® . when he brings her back to 
her life. His ability to turn adverse circumstances*” to his favour is remarkable. This he 


himself admits. 


‘Thus we find the character of Udayana courteous, funloving, given to lighter 
side of things and is in confirmity with the prescription of dhiralalita type of hero. The 


king’s utterances - 


bhrty anamavikarita parigata drsta matirmantrinam 
mitranyapyupalaksitani viditah pauranurago’dhikam / 
nirvyudha ranasdhasavyasanita striratnaniasaditamh 


nirvyajddiva dharmatah kimiva na praptani maya bandhanat’? // 


- does not appear to be a vain boasting but is quite appropriate in this case. 


(35) King's role in garbharika in PD III. 
(36)  raja- priye ! satyamahain vilaksah / yat pratyaksadrstapa- 


radho’pi bhavatim prasadayitum vyavasito’smi / Ibid., IV. p. 49 
(37)  nagalokat grhitavisavidyah ary aputrd tra kusalah / Ibid., IV. p. 54 
(38) bho vayasya nirvyudham te vaidyatvam / Ibid., IV. p. 57 
(39)  aho sarvatrapratihata narendrata devasya / Ibid., IV. p. 57 


(40) Ibid, 1.6 
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VIDUSAKA 


Vidiisska, as a true friend of the king in his love affairs tries to unite the king with | 
Aranyika*). Aranyika being tormented by the bees and speaks aloud for help. Vidiisaka 
suggests, the king to approach her so that thinking him to be Indivarika she may cling to 
the king’? . Vidtisaka boasts of his knowledge of the vedic lores but he does not know 
their exact number*?, He feels proud of his brahminhood“4 but does not follow the 
tules befitting to them. The only occasion on which he is sought after is to pronounce the 


svastivacana karma by Vasavadatta*>. 


(41) tat katham etayoh samagamo bhavisyati / Ibid., II. p. 29 
(42) bho vayasya purnaste manorathah / yavadeva garbhadasyah 

suta nagacchati tavadeva tvamapi tusniko bhutvopasarpa / 

esapi salilasabdasucitena padasanicdrena indivarikagacchat- 

iti jiitva tvam eva valamvisyate / Ibid., II. p. 19 


(43)  yascaturveda paiica veda sadveda brahamana 


sahasraparyakule rajakule prathamam ahameva 
devi sakasat svastivayanam labhe / 


(44) mama punar brahmanasya svastivdcana velatikramati / Ibid., II. p. 15. 


(45) devi Yasavadattd svastivacananimittarn Sabdayate / Abid., I. p. 11 
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But the fool boasts of his small work*®, On the auspicious occasion of reinstat- 
ing Didhavarman 3 in his kingdom vidusaka suggests that there should be worship of the 


preceptor. Brahmin should be paid due respect and all the prisoners should be let free’”. 


The. foolishness of vidusaka is revealed when he reveals the secret love of the 


ooo =e: 


king to Vasavadatta. Manorama being frightened accuses vidisaka*®. Vasavadatta knows 
Vasantaka to be the chief manager in the pley of the stonner love for Aranyika’? 
Manorama who sarcastically says that he being a miscreant should reap the fruit of his 
evil policy”?, Vidiisaka is very fond of sleeping. In the drama of Udayanacaritarh he 


sleeps. Manorami does not like it. So he gets angry and complains that she should not 


(46) anyatha katham asmabhih sadréah brahnana rajakule ° 
pratigraharh kurvanti / Ibid., I. p.11 
(47)  idrge bhyudaye’smin rajakule etat karaniyam / 
gurupuja / brahmanasya satkarah / 


sarvabandhanamoksa iti / Ibid., IV. p. 52. 
(48)  etena khalu hatasena balad almkaranani 
_ grhitva dvarasthiteneha niruddhia / Ibid., III. p.42 
(49)  jhatarh sarvam / Vasantakah khalvaranyikavrttanta- 
flatake sutradharah / Ibid TL p. 42 


(50) hataga idanim anubhavatmano durnayasya phalam / Ibid., TI. p. 42. 
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disturb him >!. This kind of reference is seen in Abhijfiana Satcuntalam of” Kalidasa. 
He sometimes betrays the secret of his master and foolishly puts-more impediments in 
his way by his prattings. His defence to eave the king by ‘referring to kaumudi festival 
indicates his ready wit. This though seems meaningless for the queen but has a lot of 
singificance for vidusaka. He means that this being a time of kaumudi festival, some 
liberty of action be allowed for the king’. So the king just out of fake acted and wanted 
to see how you take it and thus made a fun. 


Sometimes, the king accuses out of fun that vidusaka is a wicked man’. 


Thus, vidusaka is a great companion of the king who tries to help him in all 


possible manner and amuses” him to the best of his capability. 


(51)  dasyah sute tvamapi na dadasi svaptum / 
. yada prabhrti priyavayasyenaranyika drs:a tadaprabhrti 


tena saha maya ratraridivamh nidram na drsta / Ibid., PD Ill. p. 37 
(52) ratravapi nikimam éayitavyarh nisti / "SK IIp. 88 


(53)  bhavati , adya kaumudimahotsave tava 


cittam apahartum vayasyena preksaniyam anusthitam / Ibid., TI. p.43 
(54) Vasantakah durjanah khalvasi / . Ibid., I. p. 6 


(55) Ibid., P. 11,13, 19,22,27,35,43,48,49,52,58, etc. 
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OTHER MALE CHARACTERS 


Other minor male characters such as Vijayasena, katicukiya, Rumanvan etc. have 


their specific task to follow. 


Vijayasena is portrayed as a-strong personnel in charge of war. He over powers 
the warship of Vindhyaketu>’. He even puenowers the king of Kalinga and releases 
Drdhavarman”’. The king appreciates Vijayasena”®. Vijayasena’s love for the king is 
known by his happiness to see the master and as he has accomplished his work>”. Thus 
he sems to be a devoted chief of Udayana. Every happiness of Vijayasena is treated as | 
the grace of the king™. He expreses how he is a valient soldier to defeat Vindhyaketu®! 


in war. Vijayasena says also how he brought the daughter of Vindhyaketu™. 


(56) esa khalu jitarvindhyaketurvijayasenah pranamati / Ibid., I. p. 7 
(57) hatva kalingahatakath hyasmatsvami nivesito rajye / 
. devasya samadego nirvyudho Vijayasenena _// Ibid., IV. 7 
(58)  sadhu Vijayasenena mahdvyap aro‘nusthitah / id ., IV. p. 52 
(59) adya svamipada drastavya iti _yat satya manupamam 

kamapi _sukhatisayam anubhavami / id. 
(60) adya svaminah prasadat / . Ibid, I p.7 
(61) Ibid, Ip. 8-9. 
(62) on. yvindhyaketor vesmany abhijatyanurdipa 

kanyaka tadduhitety asmabhir anita dvari tisthati / 


tam prati devah pramanam / Ibid, I. p. 9 


188 


“The character of kantukiya is still more interesting to note. He happens to be 
Vinayavasu, an old man with a band who goes to the internal harem of Drdhavarman. 
He thinks of the qmiafortans of his king”, In PD he takes it to be his formost duty to 
discharge the order of the king. He wants to convey the message that for the celebration 
of Udayana festival all should be present well-dressed”. He also broods over his old- 
age. His prime duty is to see the true management of inner apartments. He guards 
against stumblings at every step”. He thinks that he can save the feet of his master and 


make the remaining part of his life blissful. 


(63) «rajiiah vipadbandhuviyoga dukham 
degacyutir durgamamarg akhedah / 
“Hsvadyate syah katunisphaldyah - 
phalam mayaitat cirajivitayah we, Ibid ., I. 


(64) bho @jfapito’smi vimanita 
Sesagatrusainyena yatharthanamna 


mahasenena samadigyatamantah puresu 
yatha - svo vayamudayano tsvamanubhavamah / 


ato yusmabhir utsavanurtipavesojjvalena parijanena 
saha manmathodyanam gantavyam iti / Ibid ., TI. p. 32. 


(65) antahpuranam _vihitavyavasthah 
pade pade’ham skhalitani raksan / 
jaraturah samprati dandanitya 
sarvam orp asyanukaroti vrttam // Ibid. IM. 3. 
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Rumanvan though one of the ministers of king Udayana, yet he considers him- 

self as one of the senvaits of the king. So he apprehends danger every moment from the 

king, Rumanvan appearing as a minister” here is spoken as a general of the king. He 

appreciates the virtuous.In Kss°® he is mentioned as a general assisting Yaugandharayana 
in state matters. 

Besides there are some other minor characters like ceta and the vita who seem 


not very significant for the real dramatic development of the plot. 
FEMALE CHARACTERS 


Harsa’s dramas are mostly concerned with court intrigues. The dominant theme 
" is the union of the king with his newly found young lady love. -Nag in an exception to 
this. Hence, female characters abound in his play. In RV and PD they almost outnumber 
the male ones. Their appeal is greater as compared to male charablers: They have been 
painted as beautiful, virtuous, self sacrificing, tender hearted and devoted wives. They 
' sacrifice their joy for the sake of their husbands to such an extent that even sometimes 
characters like Vasavadatta present the love of another lady to her husband willingly. 
This assertions can be verified from the portrayal of these characters namely Priyadar- 
sikd and Ratnavali. | 

(66)  tatksanamapi niskrantah krtadosa iva vinapi dosena / 


pravisanti Sankaman@ rajakulam prayaso bhrtyah // 
(67) oe. ariatyo rumanvan........ I. p.7 


z 
p. 
- 
ao 


(68) vaugandharayanascasy a mahamantri divanisam / 
senapati rumanvamsca rajyabhara muhuhatuh // KSS Lam HI. 1.4. 
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ARANYIKA 


Aranyika is really Priyadarsika® ®. She is called Aranyika because she has been 
rescued from the forest. She is actually the daughter of Drdhavarman”, the king of 
- Anga. She comes to Vatsaraja in a tragic circumstances. Her father Drdhavarman wanted 
to offer her to Udayana’?, but the king of Kalinga attacked his kingdom and took him 
prisoner. Drdhavarman’s chiarbesiain takes her to Vindhyaketu for safe custody”. Vi- 
jayasena, the chiftain of Udayana attacks and kills Vindhyaketu and brings her to 
Udayana’s court thinking that she is the daughter of Vindhyaketu’?. Udayana, without 
seeing her entrusts her to the care of Vasavadatta’* and directs her to teach the fine arts 
like singing, dancing and playing musical instruments and other course essential for a 


girl’s education’>. 


(69) Kancukiya - rajaputri ! iyam s& priyadarsikd bhagini te / —_Ibid.,IV. p. 55 
(70) Karicukiya - idam apararn samdistarn maharajena drdhavarmana / 


....priyadarSikayah asmadduhituh / . . Ibid. IV. p. 53 
(71) Aranyika says -ayam khalu sa maharajo ; 

yasyaham tatena dattd / — . Ibid., I. p. 20 
(72)  tatah samcintya tan! vindhyaketor haste niksipya © 

_ nirgato’smi / | Ibid., IV. p. 53 

(73) ee krtakrp anapralapa vndhyaketor vesmany ‘abhijatyanunipa 

kanyaka tadduhityasmabhir anita / . Ibid. 1 p.9 
(74) tvameva vasavadattayah samarpaya / Ibid., I. p. 10 


(75)  bhagini vuddhya tvayaiva sarvada drastavya / 


gitanrttavadyadisu visistakanyakocitam sarvam siksayitavya/ Ibid ., I. p. 10 
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She remains in disguise and never reveals her identity. This shows her firmness of 
resolve to preserve the family’s honour’® and her bravery to face in sormountable diffi- 
culties. She reconciles to her new role of z maid admirably ’’, never complains, silently 


discharges her duties. 


Aranyika is not only Priyadarsika by name ,but actually she is beauty 
par excellence’®, Her charmis irresistible acd Unayana falls a pray to her beauty 
at the first sight’?. She is also attracted towards the king”? but her bashfulness 
prevents her from expressing her feeling®!, Only her close confidant Manorama gets 


the inkling of inner turmoil of her®”.She gives up her hope of union with Udayana in 
8 


(76) na punar atmano mahargham varnsamn prakasayantya maya 


laghukrtan atma / Ibid. I. p.15 
(77) siimpratan} parasya _mayajhdptih kartavyeti _nasti _khalu 
duskararh _daivasya / — ‘Ibid, I. p. 15 
(78)  patalad _bhuvanavalokanadhiya kinh nagakanyotthita ?/ —_Ibid., Il. p. 6. 
(79)(i) vayasya, nirdosadargana kanyak® khalviyam / Ibid., Lp. 18 
(ii) vayasya, dhanyah khalvasau_ ya _etad angasparsasukha- 
blidjanath bhavisyati / Ibid, Lp. 18 
(80) katham tatha nama saumyadarsano bhutva maharaja evam 
samtapayati mam / Tbid., Hl. p. 24 
(81)  asti me hrdyanirvisesd priyasakhi manorama / 
tasya apy etallajjaya na parayami kathayitumi / Ibid., Ti. p. 24 
XXX XXX xXx XXX 
XXX XXX Xxx XXX 
lajjaivatraparadhbyati / Ibid., F125 


(82) katham maharaja evasyah prarthaniyah / Ibid ., II. p. 24. 
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despair®? .Asa young damsel her range of experience is naturally limited and 
she is timid, shy® * and very sensitive’. She is an accomplished artist , a very 
good dancer®® and cael pom in acting . She gives a sterling performance 
in the role of Vasavadatta®’ in Udayancaritam®® of Samkrtyayani. Compared to 
Vasavadatta the elderly queenof Udayana Aranyika appears to be more self effacing 
and less assertive. She resigns to her fate®? and never tries to redeem her by 


own effort. She lets the event drift in its own course. We do not find the authority of a 


(83) .Aranyika says - devigunanigadanibddhe khalu 
tasmin jane kuta etat / 


- (84) — ayi lajjdluke....... etc. 
(85) — ayi avisrambhagile.......etc. 


. Hl. p. 26 
., Ul. p. 26 
., UL. p. 26. 
., UI. p. 37. 


EEEE 
a iQ. iG ic. 


(36) Manorama says - priyasakhi me nrtyati / 

(87) adya ratravasmabhirudayanacaritam nama 
natakam devyah purato nartitavyam / 
tatraranyika vasavadatta bhavisyati / 

(88)  garbha natakam in PD IlIrd. act 

; Sarhkrtyayani says - rajaputryah sadrgamakaramh 
pasyamy a asyah tadrsenakarena av. avasyain Wadivarh 
_bhiimikam sambhavayisyati 


e 
[ory 


, UL. p. 34. 


., HLp. 33 
., UI p.24 


- 
i. ite 


(89) athava mamaivaisa ee / 
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queen in her. Out of sespai at last she prefers to die”? and consumes poison”. Of 
course she is rescued by the timely intervention of Udayana”’, but this shows her lack of . 
self confidence. We find in her qualities so common to Indian women like zever com- 


plaining in nature. | 


Therefore, Aranyika evokes our sympathy but does not command our respect. 


Her personality pales into insignificance as compared to Vasavadatta. 


Thus we find Aranyika to be a modest charming young princess inspite of fortune's 
frowns. Her love for Udayana is verymuch reserved. She does not even leave her deco- 
rum. She feels that by her love for the king she has hurt the seritiment of the queen and 
finally takes resort to poison. It is-true that her candidness in love draws the sympathy 


for her and ultimately it makes her character more graceful. 


(90) -sarvatha maranarh varjayitva kuto me 

hrdayasyanya nirvrtih / Ibid ., III. p. 24 
(91) esa khalvaranyika kalyavyapadeSenanitarn visa 

pitva pranasarhgaye vartate iti / Ibid., IV. p. 54 


(92) Manorame ! laghvihaivanaya tam / 


nagalokad grhitavisavidya aryaputro’ tra kugalah / Ibid. IV. p. 54- 
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VASAVADATTA 


Vasavadatta is the one character around which the entire plot of PD revolves. 
. She is represented as the elderly queen of Udayana”>. She has the king under her firm 
control?* and she professes deep and profound love for Udayana. Her love for her hus- 
‘band is so deep that she does not want any body else should share it?>. Therefore, when 
she comes to know that Udayana is running after Aranyika, she gets perturbed”, losses 
her mental balance, tries to put obstacles on the way and even puts Aranyika in chains’ 


and throws vidisaka in prison’? She isconscious ofher noble birth and high lineage. Full 


of self respect, she does not tolerate an iota of negligence on the part of the king”. 


(93) Udayana says - devi prabhavati / 
kuto’ smakam anyatha kartum vibhavah Thid., IV. p. 58 
(94) Aranyika says - devigunanigadanibandhe — | 
khalu tasmin jane kuta etat / "Ibid. IIT. p. 26 
(95) jiifitam sarvam / vasantakah kalvaranyika 
vittanta-natake sutradharah / Ibid., I. 42 
tl 


(96) etam yusmakarh dumayath preksya haso me jayate / Ibid., 
(97) -aranyike tvam kathatn na janasi / idanim te siksayami / 

indivarike grhanainam / Ibid,. II. p. 43 
(98) manorame ! sugrhitam krtvainamagaccha tavat / 

preksaniyamasya paSyami / Ibid., Il. p. 42. 
(99) yasya maya na karyam tasya madiyena kini karyam / 

XXX XXX XXX xxx , 

XXX 


XXX XXX XXX 
sa punar na janatyadyapi tadrsi na vasavadatte ti / 
tava punar esa aranyikavrttantah pratyaksah / Ibid., IV.p. 47 
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She does not approve of her husband’s fickle nature when Udayana tries to pacify 
her!0?. Hence, she jealously guards Aranyika, so that Udayana may not get an opportu- 
nity of meeting her!!! Her sway over the inmates of the harem is complete??and 


there is none to challenge her order. 


One cannot find fault with this trait in her character, because given the voluptous 
nature of Udayana, and her deep love towards him sai devoted wife would have done 
what she did. She is religious at heart and observes all the vows!°3 with a fervent hope 
of allround prosperity of her husband. She is respectful to the elders,and-always tries 
her best to please them. This quality in her is testified from offering due regards to the 


sage Agastyal*, 


(100)(i) 2h katham bhumavupavistd devi / 
aham apy atraivopavisami / priye prasida prasida / 
kim evam pranate’pi mayi gambhirataram 


kopam udvahasi / Ibid 
i) ‘Ibid, 1V.3_ 
(101) devyah prasadani muktva nanyah 
tasyi moksanabhijplyah / Ibid., IV. p. 48 
(102) ceti says - ajfidptasmi devya vasavadattaya / ~ Thid., II.p. 14. 


(103) Vidiisaka says - upavasaniyamasthita devi . 


vasavadatta svastivacana nimittam sabdayate ti / Ibid., II. p. 11 


(104) ceti - (vasavadattam upalaksya) adya maya 
agastimaharsaye arghyah datavyah / id., If. p. 14. 


196 


She takes delight in art and culture, enjoys the dramatic representation!>, but 
does not approve the transgession of propriety!® even in dramatic performance. So 
when on the guise of playing the role of Udayana, by the king himself and on the role of 
Vasavadatta by Aranyika, both the actor and actress ‘cross the limit of decency, she 
leaves the stage!’ censures Samkrtyayani, for writing such scenes. This shows her strong 
moral character. The vidusaka is aware of the sterling nature of Vasavadatta, who brookes 


no insult, flairs up in anger in a slightest transgessaion of rule. Therefore, he calls her 


sometimes candi -Under this strong external cover there lies a heart full of tender- 


ness!°8 and care. When she hears of the imprisonment of Drdhavarman by the king of 


Kalinga from a letter from her mother Angaravati, her heart overflows with sorrow!°”, 


(105) Védsavadatta - bhagvati ! aho te kavitvam / 
yenaitadgud havrttantami natakopanibaddhafh 
‘sanubhavam apy asmakam dryaputracaritam 
adrsta piirvam iva dréyamana madhikatarain 
kautuhalafn vardhayati af '  Tbid., TI. p. 30 


_ (106)(4) bhagavatyadhikarh k alpitam kavyam / 


aryaputrena sahopavista a Tbid., II. p. 39 
(ii) na khalvaharfi kaficanamiala kavyena vaiicayitavya. / Ibid., II. p.40 


(107) bhagavati ! pagya tvam / aham purnar alikari 
nha parayami preskitum / Ibid., Ill. p.41. 


(108) Vasavadatta - dryaputra , uttistha uttistha laghu | 


vipadyate khalu eta tapasvini / _ Ibid. TV. p.55 
(109) manorame !_adya devyangaravaty lekhah presitah / 

tasmin vacite baspapumanayana drdham samtapturh 

arabdha devi / ; Ibid., IV. p. 45 
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She entreats Udayana to take some urgent steps to rescue him!!°. When she 


comes to know the real identity of Aranyika her heart is filled with the overflow of 
sisterly love!!! atid she comes forward to hand her to Udayana as a co-wifel!* Saeaifies 
ing her own interest on the way. As a queen she knows how to.extract the maximum 
from her servants, She knows their tendency of slackness. Hence at times she becomes 
rude to them, but her heart is full of compassion. She bestows presents to them lavishly, 
when any work assigned is done well. When the news of Aranyika taking poison reahes 

K 
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her through Manorama, she entreats everybody to save her’ ” and when Udayana cures 


her, her joy knows no bounds!!*. 


Thus, Sritiarsa paints Vasavadattd of PD as a forceful character full of human 
emotions and anger. Given to idealism and conjugal fidelity, she does not tolerate its 
~ slackness. Her sway is complete and behaviour-is refined and worthy of high nobilities. 
Even her husband pales inte insignificance and thinks nothing of asking her favour. One 
does not find the self sacrifice of Dhirini of Mal in her, nor the self efacing devotion of 
Bhasa’s Vasavadatta. But still Vasavadatta of PD is no mean achivement on the part of — 
Harsa. 

(110) raja- anyatha katham aham drdhavarmavrtténte 


vigrabdhas tisthami Ibid., IV. p. 50 
(111) ehyalikasile / idanim api tavadbhaginisneham dargaya /  Ibid., IV. p. 57 


3 


(112) vasavadatta rajifah hastarn balad akrsva priyadarsikim 


arpayati / Ibid., IV. p.58 
(113) ha dhik dhik / manorame laghvihaivanaya tam / Ibid .IV.p.54 


(114) ryaputra ! distya pratyujjivita me bhagini / Ibid. ,IV.p.56 
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MINOR FEMALE GHARACTERS 


Besides these major characters of PD, there are certain minor female characters 


like Sanikrtyayani, Kantananiala, Manoramd, Indivarika, Yasodhara etc. 


Samhkrtyayani happens to be a lady of a very high rank arid learning. Vasavadatta 
treats her with love and respect. She is an accomplished dramatist and director! !>. Her 


presentation of the play Udayanacaritam is received well - inspite of Vasavadatta’s ob- 
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jection to some of the scenes’. The role of Samkrtyayani'may be compared to that of 


Parivrajika in the Mal. Her friendship with Vasavadatta is also described in no less 


poignant ways when she pacifies the anger of Vasavadatta regarding king Udayana!!”, 


(115) Vasavadatta says - bhagavati aho te kavitvam / 


yenaitad gudhavrttahtam natakopanibaddham 
sanubhavam apy _asmakam dryaputra 


3 - 5 é - 
caritamadrstapurvam iva drsyamanam 


adhikatarani kautuhalarh vardhayati / _ Ibid. MI. p. 30 
(116) bhagavati adhikam etadapi tvaya krtam / Ibid., III. p. 40 


(117) rajaputri ! alam udvegena / nedrSo vatsarajah / 


kathamitthamgatam api bhavatya matrsvasrpatim - 
vijnadya vatsarajo niscintam sthdsyati / Ibid., IV- p- 47. 


ii) alam rdjaputri ruditena / nedr§o vatsarajah / 
athava prapta evayam yaste manyupramarjanam karoti / 


Ibid., IV. p. 47. 
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It is really not clear from the play wherther Sanikrtyayani is an elderly close relative of 
the queen or simply one held in high regard. She does not approve the crooked ways and 
deceit. Whei all come to know that the king has actually played the role, she feels hurt 
and leaves the place!® She considers herself to be a holy person who is ie enough 
in diverting the attention of a distressed. So Kantanamala searches for her! "to console 


Vasavadatta when the latter gets the sad news regarding Drdhavarman from Angaravati. 


Kaficanamala on the other hand is the attendant of Vasavadatta in the palace of 
| Mahasena and followed Vasavadatta to Udayana’s place after marriage as the chief maid. 
In the garbha nataka of Uday anacaritam she is asked to play her own role. She is the 
lady who informs Vasavadatta about the letter of Angiravati! 20 She searches for 
Sathkrtyayani to pacity Vasavadatta!? | 


Indivarikd and Yasodhard are the maid servants in PD.Manorama happens to be 
a}? bosom friend of the heroine, Aranyika. She is an accomplished dancer. Vasavadatta: 
knows this trait well. So she tells her to take part in the drama of Udayanacaritam of 
Sanikrtydyani. | | 


(118) katham anyad evedam preksaniyakam samyrttam / 


abhumiriyam asmadvidhanam / Ibid., I. p.43. 
(119) tadvinodananimittarmh tasya bhagavati_manvisyami / Ibid., IV.p. 45 


(120) Manorame ! adya devyangaravatya lekhah presitah / 
tasmin vacite baspapiirnanayana drdham 


samtaptum arabdha devi / Ibid., TV. p. 45 
(121) tadvinodananimittam tasya bhagavatim anvisydmi_-/ Ibid., IV. p.45 


(122) athava asti me hrdayanirvigesa priyasakhi manorama / Ibid., TI. p. 24 
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She congratulates her on her excellent performance. She supports the secret desire of 
Aranyika in her heart. She has a sympathetic feeling for Aranyika’”?. So she comes 
_ forward to give solace to her. Her concern for her friend Aranyika is note worthy!?4. 
Her observation of it iii <n and matters is sound. She knows the true- nature of a fickle 
‘lover. She thinks of the excuse for unifying Aranyika with Udayana and takes the first 


direction i in this regard by informing the love lorn condition of Aranyika!” 


to Vasantaka. 
When the cae appears at preksagara it is she, who receives the king and makes him sit 
esitartably She hands over the omaments to the king. When the secret plan comes to 
light due to the foolishness of vidusaka, she gets perturbed and finds a way to extricate 
herself from this complex situation by blaming vidusaka. Her defence appears to be 
logical and co-herent though Vasavadatta sees through the game. Her concern for 
Aranyika is remarkable. She informs Aranyika’s taking poison to Vasavadattd and pleads 

’ before her to cure Aranyika. 
Thus Manoramia plays the role of confidant of Aranyikt perfectly. It is due to her 


presence of mind that the love ee gets united with Udayana. 


M2) athavan khalvayarh kala upalam bhasya / 

tadyavannalinipatrany as asya hrdaye dasyami / 

samagvasitu -sakhi / samasvasitu sakhi/  - _ - ibid. IL. p. 26-27, 
Gi) ciram khalu me atapyikdsakasaddgatavah / drdham ca 


nirvinna sa tapasviny atmano jivi ivitena / kadfcidatyahi 
tam bhavet / tat tatraiva gacchami / Ibid., IV. p. 46 


(124) yadi drsta | maharajena tvam tadalam samtapitena / 
sa eveddnim darsanopayaparyakulo o bhavisyati / Ibid. II. p.25 


(125) yadrsyaranyikayah krta atmanah priyavayasyasy 
avastha tvaya vamita tato dvigunatara bhartur 


api krte mama priyasakhyd avastha_/ Ibid., II. p. 28 
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INDIVARIKA 


Indivarika is the faithful servant of queen Vasavadatta. She plucks the sephalika 
flowers along with Aranyika for the worship of Vasavadatt@. She tells Aranyika about 
the confidential talk of the king with Vasavadatta, regarding her marriage. She tries to 
protect her even from the bees. . 

Thus though she is a small character and who is a mid of Vasavadatta, yet she 


leaves a lasting impression on audience. 
eunwenees IN ain 
MALE CHARACTERS 
UDAYANA 


RV is a short drama (natik) of four acts. It depicts the development of the plot 
_ Spaning over four days time only.As the hero Udayana is a dhiralalita type and the hero- 
ine is a young damsel experiencing the first pangs of love and the dramatist’s aim is to 
paint the sambhoga srg ara rasa, naturally its spectrum is not large enough to depict the 
varied aspects of human emotions, confusions and conflicts. But, Sriharsa has succeeded 
to paint the various sheds of human feelings appropriate to the occasion admirably. Though 
the characters do not present any novelty, still, the dramatist has succeeded in finer 
delineations of conflicts and palace intrigues so natural to the royal courts. Udayana, the 


king of Kausambi is also known as Vatsaraja. He is cool, calm and contented , 
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never wants to hurt anybody. People appreciate him!?°. As the natika is mainly con- 


cerned with his love affair with Sagarika and the duration of time is only : four days, a 
| dramatist ‘atic has noi yout enough scope to fully develop his dhatacier still, from 
the references it is clear that he happens to be a hero par excellence and has vanquished 
his enemies!””, is adept in picking up loyal and able ministers!7® because he knows that 
the ministers are the kingpins in the wheel of administration!??. So he has esitrasted to 
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them the day to day administration of his kingdom”. As a result, his subjects are 


happy, loyal and devoted.to him. He is attentive to the amelioration of sufferings of his 
subjects!3!_ The frontiers of his kingdam are well guarded . There is no 


possibility of any external threat to his rule .He has due regards towards learned people, 


(126) loke hari ca vatsarajacaritam / RV 
127)(i) ralyam nirjita gatru yogya sacive nyasto samasto bharah 
samyakpalanalalitdh prasamitas¢sopasargah prajah / Ibid I. 9 
(ii) vayamito devadesat katipayairevahobhih anekakarituraga 
pattidumivarena mahata balasamuhena gatva vindhyadur 


gavasthitasya kosaladhipater dvaram avastabhya seriah 
samavesayitum arabdhah / Ibid., IV. p. 93. 


‘  @ii) Ibid., IV. 5. 


(128) "yogyasacive nyastah samasto bharah / RV 19 


(129) prarambhe’smin svamino yrdhihetau - 
. daivenettharh dattahastavalambe / : id., I. 7. 
(130) Yaugandhardyana says - 


idanim saphalaparigramo Smi samvrttah / deva taducya 


tam kim te bhuyah priyam upakaromi / Ibid., IV. p. 112 


(131) yasundhare ! ucyatam yaugandharayanah diyatam 
matprasado syeti / Ibid., IV. p. 94 
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brahmins and gods}, He does not appreciate the crocked way of others and always 
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longs for the company ofhonest men’™~. There is no question of internal uprising also. 


This shows his political skill and acumen. Not only he is a good ruler, but also he is of 


religious bent of mind. Thus , not only he is handsom and charming in appearance!*4 


but his internal character is also very pleasing. He is always on look out for the good 


qualities of others and appreciates them whenever he finds them. Thus, he praises the 
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slain Kosalapati for his valour’”°. This shows his magnanimity of heart, broadness of 


vision and partiality for. noble qualities. He appears on the stage !>° in the 1st act, talking 
with vidusaka regarding the madanamohtasava!?’ in the honour of God of love. From 
his very first apperance he strikes a sympathetic chord in the audience by his grace- 
fulness, minute observation of beauties of | nature and sense of humour. When 


the subjects are enjoying themselves he appreciates their merrimaking!?®, 


(132) istaistraivistapandm vidadhatu vidhivat prinanarn 

vipramukhyah /- | Ibid., IV. 22 
. (133) samgamah sajjananam / Ibid., IV. 22 
(134)(i)vatsesvarah kusumacipa ivavyupaiti / id., RV. 1.8 

(ii) katham pratyaksa eva bhagavan kusumayudha 

iha pujam praticchati / Tbid., I. p. 25 
(135) sidhu kosalapate sdhu / mityur api te sldghyo yasya 

Satravo py evam purusakaram varnayanti / Ibid., IV. p. 94 
(136) prayutsuko nijamahotsavadargandya... / Ibid., 18 
(137) kamah kamam upaitvayani mama punar manye mahan utsavah / Ibid., I. 9 


(138)(i)aho param kotim adhirohati pramodah pauranam / 
tatha hi ....... / Tbid., I. p. 12 


(ii) Ibid, 1. 10. 11 
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Even the graceful dances of maid servants and the beautiful sight of 


makarandodvana!*® do not escape his attention. He has been always eager to know the 
unknown. This trait is visible in his character from the report of Nipunika regarding his 
experiment for untimely flowering of navamalika, tie technique of which he learnt from 


? ‘ , 5 
ie . He has faith in the extraordi- 
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he 
Srikhandadasa!*!. He is well versed in the art of love 
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nary powers of jewels "”, sacred incantation and charms ~~. As he is a noble person, he 


easily believes in others, does not suspect their scheming and intrigues, is never afraid of 
others and has unerring insight into the course of events. He could get at ite hint droped 


and knows the final distinction between rks , gathas!*? etc 


(139) abo nirbharah kridarasah parijanasya / tathd hi Ibid., I. p. 16 
(140)(i)aho ramyata makarandodyanasya / Ibid., Lp. 18 
(it) udyatvidrumakintibhih kisalayaih tamrain tvisatn bibrato 
bhnigdlivirutaih kalairavisadavvaharalilabhrtah / Ibid., f. 17 


(141) adya kila bhatt stipravatid agatasya sriktandsanfinadheya 
sya dhfirmikasya sakasid aK@lakusushasattjananadohadam sik 
sitvitmanah parigrhitam navamalikath kusumasamrddhi sobbitain 


karisyati ti / Ibid., II. p. 30 
(142) gurvanurgotksipta hrdayo bharta’/ Ibid., II. p. 50 
(143) acintyo'hi manimantrausadhin’im prabhavah / ° Ibid... p. 39 
(144) kanthe sri purusottamasya samare drstva manim satrubhir 

nagial mantrabalidvasanti vasudia mle hhujatiga hafah / 

- ‘ lal Tee bl ta ye i adat al 


step mahausadherguanidergandhch punch hid. 5 
(145) raja- siiu bhavantath mahiibrabmanasm ruktva ko ‘nya 

evamrcamabhijtiah / 

Vidiisaka - tatah kim ou khalvidam / noid TEP M2 
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He knows how to pacify the enraged queen even when he is caught redhanded. He does not 
hesitate to fall at the feet of Vasavadatta when the occasion arises!*°. He has finer sensibilites!*” 
His jecnuneeninness in finding way in darkness with the help of flowers!"8 and his art of winning 
over maidens through skillful conversation 149 and having sympathy in the plight of queen 
Vasavadatta shows his noble nature and accomplished personality. He has given a free reign to 
the ministers !*”. He is not averse to bestow favour on servants, warriers, when the work 
assigned to them is well done!” and takes delight in socercy. His bravery in the face of ° 
difficulties is praiseworthy. He comes forward to enter into the flaming house to rescue Sagarika 


without caring for his own 

(146) fajZ- devi evam pratvaksadrstavvalikah kim bravimi / 
tathapi viindpayami (padavoh patati) 
alamratam apanavami vilaksa esa 
kopoparagajanitém tu mukhendubimbe 


hartum ksamo yadi param karund mayi svat // Ibid. II. 14 
(147) devi I ihdg é = bhis ° . oer . 
drasta / tad ehi / sahitaveva tm pasyavah / © Ibid. II. p.56 


(148) rajd -(gandhamaghrdva) vayasva gacch@gratah nanu suparj 

Hata evatra margah / tathd hi - aghrayaghrava gandham 

vid thats gud ki hah 

prayati dvigunatwratamonihnuto pyesacihnaih / Ibid. HII. 8 
(149) nanu ajfpavati tveva ramanivam / | 


vigesato’dya madanamahotsave / Ibid.. 1. p. 17 
(150) yaugandharayanenanyasta = _/ 

kathamasau mam anivedya kincit karisvati / Ibid IV. p.108 
(151) sadhu nimanvan sfdhu / aciran mahatp rayoianam anusthitam / 

vilavavarman ! ita asyatam / Pid, IV. p. 92. 
(152) yvasundhare ! ucvatam yaug avanah 


diy “alan mat prasado’sveti f Ibid IV. p.o4 
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life? He has an artistic bent of mind, a connoisseur of art!?+ and dances and is a 


lover of beauty! 22 


From the above survey Udayana is seen to be an ideal king, a handsome person, 
a watrier of uncommon merit, learned in various: branches of learning, well-versed in 


fine arts and disciplined in nature. His love for Vasavadatta is deep. He does not try to 


-156 


offend her, but still cannot resist himself from the enrapturing beauty of Sagarika’~~ but 


: : . : : - 5 37 
he does not want to sacrifice his conjugal harmony with Vasavadatta on this score!*! 


He is fully aware that infidelity shatters true love, but his playlful nature forces him to 


run after Sagarika, even though he knows that Vasavadatta will be pained by it. 


(153) kim -adyapi pranah dharvante / 
virama _virama _vanhe -mujiica _dhumanubandham 
prakatavasi kimuccairarcisam cakravalam / 
virahahutabhujdhant _yo na. dagdhah_ priyayah 
pralayadahanabhasa _tasva kimi tvarh karosi // * — Jhid_ ,IV.16 
(154)(1) Ibid., IT 11,13,14 ete. 
(ii) vayasya , anaya likhito' hamiti _yat satvam mamatmany 


eva bhumanastat kathani na. pdsvami_ / . Ibid., Il. p. 48 
(155) Ibid, I 17.18.24 etc. 
(156) aye upasthita privasamagamasyapi kimidam. atvartham 


uttdmyati_me cetah / athava- 

tivrah smarasamtapo na tathadau badhate vathasanne / 

lapati pravrsi. nitaram abhyarana jaldgamo divasah // Ibid. III. p. 10 
(157) vayasya deviprasadanam muktva nanyam atropayarh pasyami < Ibid.. IIL. p. 78 


Thus Harsa tries to show Udayana not as a godly character full of virtues only but 
he has shown his human failings to make him more attractive. Though his love as 
depicted in RV, may not come to the level of p_atonic one, still, it has its own charm. The 


ancient royal households in India maintained a harem full of beautiful wives, young and 


old. 


As aresult mutual animocity and intringues were rampant . Harsa’s Udayana is 
not an exception to this general rule. As polygamy was not looked down upon in those - 
days, it was perfectly natural for a king to run after young damsels even if his harem is 
full of beautiful women. Bharata says that young women are the source of all happiness. 
Udayana typifies that type of happy go lucky king. We do not find the idealism and 
valour of Udayana of SVD of Bhasa here, but still the gentleness of Sriharsa’s Udayana, 
the meek and mild manner in which he falls at the feet of the queen draws over sympathy 
towards him. Though purists may not approve of his running after Sagarika still given 
the condition of those days his doings appear to us to be perfectly natural and not against 
the accepted custom. On the whole Sriiarse succeeded to a remarkable extent to 


present the these finer aspects of the valorous hero which normaly do not come to the 


front. 


VASANTAKA 


Vasantaka is the vidusaka of natiki KV . He exhibits all the characterstics 
enumerated for vidusaka in NS!°8. He is a close friend of the king and enjoys his confi- 


dence. He helps the king in his personal life and tries to make him happy by cracking 


z 5¢ F . : ) . . ee . 
jokes!° > and presenting humorous situations!” His witty sayings create mirth and 


laughter. The audience feel happy by his experience rollicking fun. Harsa tries to show 


the vidusaka of RV in limelight. He is fond of food!®! and riches!®?. His timid and 


(158) yamano danturah kubjo 
fancies sikgaranat’ 


sa vidheyo vidtSakah // - NS 24-106 

Also- ; 

ekavidyo _vitagchadyo hasyakreca vidiisakah / DRII.9 
(159) Vidisaka - bho. vayasya -ehi palavdvahe / 

raja. - kimartham ? 


Vidusaka - etasmin -bakulapadape ko -pi bhutah _prativasati / RV II p. 39-40 


(160) ah dasyah putri kim tvaya jfitani satvam eva vasantako 


bibheti ti / tattist! hnnaid 38 a sais 


Ibid.. 11. p. 40 
(16!) kim -etena khandena modakah kriyante / Ibid. I. p.16 
(162) raja - sadhu vavasya sadhu / idam te _paritosikam / 
Vidusaka - bho imam_ tavacchuddha - suvamakatakamandita- 
hastamatamo _brahamanyai _atva darSavisyami / Ibid. UH. p.o8 
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thoughtful nature come to the fore in many occasion. He can be a lier if the occasion so 


163 165 


demands ~~, always tries to please the king!O* is prone to show off a little learning 
He is very egoistic and careless. He loves the king from the core of his heart, tries to 
please him at his best! has an ve for the beauty both in human being as well as 
nature. His sayings and endeavour are always directed to create laughter. He leads a 
happy family life. He is full of enthusiasm and very compassionate. He can imagine the 
_ situation nicely and: is an adept in the art of conversation . Some times he behaves like 
a fool. The king rebukes him but this foolishness seems to be an assumed one meant for 
the creation of humorous situation. The king praises his intelligence in many an occa- 
sion. He is ever prepared to sacrifice himself for the sake of his devotion to his master. 


He is sensitive and kind hearted fellow as is clear from his conversation from Susamgata 


in Hird act. 


(163) bhavati manvatha sambhavaya / atma_kila 
hena likhvate iti + Sits 

ptiyavayasyenaitad lekhayvijiinarh darsitam / Ibid., Hl p.57 
(164) _bho kasmiat na bhavisyati yasya te upahasita brhaspatib 


huddhi _vibhavo’ ham amatyah / Ibid., II. p.65 
(165) esi Khalu sirik® disya dubitd caturvedi 
-brahmana iva tcah pathitunt pravrd / Ibid. II. p. 42 


(166) bho _vayasva pracchadavaitam citraphalakam / 
esi. khalu devvah paricarik@ susamgata dgata / Ibid., II. p. 51 
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Some scholars like Joshi and Watve!®’ have raised objection to his ability of long and 


graphic descriptions of mata: They approve this descriptive power in case of repetations 
but do not favour the original description. Vasantaka may not be a great scholar in the 
vedas and Sanskrit, but his descriptions in the prakrit reveal him in true light. His narra- 
tions appear to be logical, coherent and full of imagination. They reveal his kind heart, 
sensitive nature and his power of appropriate expressions. Therefore, it is not appropri- 


ate to assume his foolishness from his sayings like 
kim etena khandena modakah kriyante'®S / 


His utterances have been deliberately done to take the audience to rolliking 
humour. He does not appear to be a perverted fool. . On the contaray his sincerity and 
loyalty to the king is beyond doubt. Some times he puts Udayana in difficulties by his 
over enthusiasm. Because of his carelessness the hidden picture board falls from his 
hands before Vasavadatta and reveals the king’s intimacy with Sagarika and thereby 


putting the king in trouble!®? | 


Thus Harsa follows the conventional method of presenting vidusaka but has added 


his individuality to his character. As a result he appears to be altogether in a new light. 


(167) Rat Intro. Pp. 38-39 
(168) RVI. p 16 
(169) Ibid.. II. Pp 36-57 
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YAUGANDHARAYANA 


Yaugandharayana is the chief minister of Udayana in the Ratnavali- natika) He 
directs the course of events in this short drama and can be called as the kingpin for the 
development of the plot!”?. He is an expert in discharging his duties to perfection but is 
not arrogant. He personally does not plan to gain anything from the union of Ratnavali 
with Vatsaraja, but political consideration prompted him to undertake such tasks!7! He 
keeps Udayana in dark regarding his plan of action and when his plan bears fruit he 
displays his nervousness! ”* as he did not take anv prior permission from the king! 3 He 
is humble, obedient and dutiful minister. His self effacing nature is an asset to him! 74 
He does not possess the haughty arrogance a comonly associated with the seat of power. 
Udayana has absolute confidence in him and the day to day administration of the king- 
dom have been entrusted to a council of ministers headed by him. His ability for self 
introspection helps him a lot in the fruitful culmination of his action. His art of conver- 
sation is praise worthy and always disarms the opponent . As a good and efficient min- 
ister he does not try to over step the timit!7>, Though he does not appear on the stage 
_ very often still he controlls the entire course of event from the back ground. Like Prospero 
in the Tempest of Shakespeare he watches froma far, directs and controls the course 


of events and ulitmately becomes fruitful in his mission. 


(170) Devdhar and Suru, Ratnavali , Introducticn p. 36 

(171) RV IV. 21. 

(172) svecchacaribhita evasmi_ bhartuh / Ibid., 1. 7 
(173) deva ksamvatam van maya devasyanivedya _krtam / Ibid.. IV. p. 110 
(174) Ibid., 110, 1V. p. 112. | 
(175) katham _asau mam -anivedva kiflcit karisvati / Ibid., IV. p.108 
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MINOR MALE GHARACTERS 


VASUBHUT! 


Vasubhiti is the chief minister of Simhala king Vikramabahu. He was escorting 
princess Ratnavali along with Babharavya. They got separated from one another in the 
mid sea!”° He and Babhravya met Rumanvan during the latter expedition against the 
king of Kalinga and came to Udayana’s court. His attachment and devotion is excep- 
tional!””. He feels ashamed to return to his king as the mission entrusted to him ended 


in a failure. 


He has poetic sensibiliies The description of the wealth of Vatsesvara given by 
him reveals his power of graphic representations 178 tis he who first recognises Sagarika” 
to be Ratnavali!’? and Babhravya supports his assertion . His concern for Udayana is 
admirable when the king rushes to enter into the flaming house to rescue Sagarika. He 
does not approve of the rashness of the king but is careful enough to express his feeling 


in a wild and appropriate manner. This is evident from his utterance “deva! kim 


akaranam eva patanga vottih kriyate”!®° Thus Vasubhuti is loyal, 


(177) tan mamiapi rajaputri vipatte rihaiva yukta matamanam 
abuti kartum / Ibid. IV. p.105 
(178) Ibid., IV. 12 


(179) Ibid. IV. p.108 
(180) Ibid. IV. p. 104 


obedient and a faithful minsiter who has a short but important role in the drama. With- 


out his confirmation the happy ending of the drama would have been an impossibility. 


VISAYAVARMAN 


Vijayavarman is the nephew of Rumanvan and the commander in chief of Udayana. He 
is brave!8!, daring and is instrumental in the victories of enemies of Udayana!®” Udayana 
despatches him to conquer Kofaladhipati. He accomplishes the task assigned to him 
nicely. His power of description of the war scene is quite befitting and reveals his poetic 


talent. ong 


BABHRAVYA 


Babhravya is the chamberlain of the king of Simhala. He acompained Sagarika along 
with Vasubhiti to king Udayana but their vessel has been overturned in the sea and they 
‘are separated from one another. He meets Rumanvan and comes to the court of Udayana, 


along with Vasubhuti. 


(181) Ibid, IV. 5. 


(182) Ibid. IV. p 93 
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He has all the qualities of kancuki!®3_ He is an old man and is deeply attached to his 
master!** - He confirms the suspicion of Vasubhuti of Sagarika to be Ratnavali!®°. He 


186 


is prepared évcn to enter into the fire to rescue her!®°. When Vasavadattl asks him 


whether Ratnavali is her sister, he gives confirmation. 


SARVASIDDHI 


Sarvasiddhi is from Ujjayin and a magician by profession. He can create incred- 
ible scenes like bringing moon to the earth and mountains to the sky, fires in water and 
evening in mid-day! 88 His knowledge of sacred lore is praise worthy and his art of 
presenting creates inquisitiveness in onlookers. Yaugandharayana really despatched him 
to show his tricks to facilitate the release of Sagarika and her marraige with Udayana. 
As per the biddings of his master he showed the trick of setting the fire!” in the harem 
and the attendant’s confusion and chaos serve his purpose admirably. Sagarika comes 
out of fetters. Udayana’s love gets confirmed and after the true identification of Sagarika 


their marraige fructifies. Sarvasiddhi is an instrumental to this happy end. 


(183) Ibid., IV. 13 
(184) Ibid. IV p. 108 
(185) devi ivam eva sa/ — Ibid., IV. p. 108 
(186) Ibid., IV. p. 105 
(187) esa khaliiaviliah sarvasidahic n@maindsalika gata) / Ibid., IV. p. 95 
(188) Ibid., IV. 8,9,10. 
(189) Ibid. IV. p. 111 
(190) Ibid.. IV Pp. 105-106 


FEMALE CHARACTERS 


VASAVADATTA. 


Sanskrit drama is dominated by the action of heroes and heroines. Sriharsa has 
‘xied to break this jinx in RV. Here néither hero nor the heroine dominates but the anti- 
heroine Vasavadatta’s over powering personality casts a powerful spell through out the 
development of the plot so much so that without her RV is nothing, but a jumblé_of 


contradictions. 


She comes before us in a stark contrast to Sagarika. Both of them are from blue 
blooded royal families. But, Sagarika’s identity is revealed towards the end of the drama, 
where as Vasavadatta’s lineage has been depicted from the beginning itself. She is the 
king pin of Udayana and has powerful sway over him!?! The ministers and subjects 
come under her spell. She is pragalbha,dhirSdhira and jyestha type of nayika) Some- 
times she displays contrasting character. She is the dutiful and obedient wife of Udayana, 
but sometimes she can rudely walkover him. She does not care whether he feels of- 
fended by her behaviour. But when her anger subsides she feels ashamed of her rude 
- behaviour!®?. Her attendants and close confidants know this trait well. Therefore they 
do not misunderstand her. She possesses extra-crdinary physical charm!?> but her ad- 


vanced age has some how lessended her hold over Udayana. Sagarika, being young, gets 


(191) sevaiva devyah param / Ibid. IIT. 18 
(192) tam tatha carananipatitam _atyaputramavadhirva 
agacchantva mayatinisthuram kram / Ibid.. II p. 81 


(193) Ibid., H 18-22.25 


a chance to enrapture the heart of Udayana. Vasavadatta is clever!™4 


195 196 


, wise in the way of 
* ‘: ‘ se ¢ 
the world , takes delight in offering presents!” 7 She 


takes the responsibility of organising madanamahotsava!°®. She loves Udayana from 


, of religious bent of mind 


the core of her heart. Therefore she cannot tolerate that Sagarika should come in be- 
tween them and share his affection. Hence, when she comes to know the king’s infatu- 
ation with Seine: she naturally feels hurt and gets perturbed. She tries her best to 
keep Sagarika out of the sight of the king, but fails. When she realises that the king has 
gone very far in the love affair of Sagarika and has reached the point of no return, she 
takes the prudent course of handing over her to Udayana, smilingly though her heart 
bleeds inside. This jealousy is natural to women specially when they are devoted wives. 
She suffers silently on this core. She always tries to make her husband Udayana happy 


and is prepared for supreme self sacrifice if by that her husband becomes gladdened. 


(194) Ibid., II. 18-28.25 

(195) Ibid., I. p. 62 

(196) Ibid., I Pp 23-25 

(197) Ibid., |. p. 26 and IV. p. 86 


(198) Ibid.. 1. p. 17 
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Whenever she undertakes a task she throws herself fully into it. She forgets every thing 
when she goes to offer worship with her retinue. Even she is not reminded that Saparika 
accompanies hér. She despatches Sagarika <o look after the sarika so that her husband 
connot have an inkling of her!?? By this master stroke she wants to avoid the impending 
trouble in a nice manner. Though aware of fleeting tendency of Udayana she devotedly 
worships him and prays for his wellbeing and wellfare. She has a keen insight and a 
logical pent of mind. Her utterances reveal sarcasm, humour and sympatetic under- 
standing of men and matter. She digests the insult, keep in check the welling up of anger 
in her heart when occasion so demands, and can be humble and abiding befitting to the 
occassion. She is attentive to the wellbeing of her attendants. When Sagarika was 
imprisoned and the prison caught fire by the magician’s trick, she thinks of her and 
requests the king to rescue her*°?_ When she hears from the mouth of vidusaka the trick 
played to fool her she does not give vent to her anger immediately and waits paiently for 
the confirmation from the king’s mouth. Then only she reveals her anger. The conjugal 
infidelity of Udayana hurts her most and she cannot check her feelings. One cannot cast 
- aspersions on her on this core. She does not by pass Udayana and take her own decision 
without consulting him . Before allowing the conjuror to show his tricks she takes 


1 


the permission of the king”? . She has warm feelings for Ujjayin, the land from 


(199) yasyaiva darsanapathat prayatnena taksyate _tasyaiva 


drstigocare _patita bhavet/ — Ibid., I. p. 21 
(200) Sagarika vipadvate / 
fattam paritravatatam arvaputrah / Ibid. IV. p. 104 


(201) Ibid. IV p. 95. 
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which she hails. Her regards and affection for maternal uncle’s Giniy is revealed from 
the pronosal of Vasubhuti regarding marraige. When she comes to know the news of 
death of Ratnavali in a shipwreck, tears roledown her checks. This shows her love for 
her kith and kin. When the king enters into the fire to rescue Sagarika, her anxiety is to 
be seen to be believed. When she comes to know that Ratnavali is her own sister, she 
bursts herself besides joy. She feels ashmed of her past behaviour”. This shows her 


magnanimity of heart and kindheartedness. 


Srihrarsa paints her in stark contrast to Sagarika. Sagarika is young, she is old. 
The former is timid,the latter is brave.The former is full of despair,and the latter is full of 
hope. Sagarika’s childlike simplicity had a charm of its own wher as Vasavadatta’s pres- 
bnce of mind and wisdom cast a powerful spell on the audience. Though one does not: 


203 


find the self effacing tendency of Bhasa’s SVD in her””’, still her powerful personality 


overpowers all her faillings and makes her attractive. One can agree with Vasubhiti’s 


utterancs- 


ayusmati sthdne devi sabdam udvahasi"™* / 


(202) nanviyarh iyavasi te bhagini dubkhamaste / Ibid, IV. p. 109 - 
(203) keith, A.B, The sanskrit Drama, p. 176 

Kale, M.R., Rat. p. 39. 
(204) RV IV p.112 
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SAGARIKA 


Sagarika, the heroine of RV is the daughter of Vikramabahu, the king of 
Simhala7?>. Due to the shipwreck she is brought to Kausambi by the merchants and 
ultimately lands in the harem of Udayana?”? She is kept under the care of Vasavadat- 
1a207 by Yaugandharayana. She acts as a maid in waiting to the queen. Her appearance, 
pehaviolt and instincts betray her nobility. She never reveals her high lineage""®, She is 
beauty par excellence. Knowing the nature of Udayana Vasavadatta tries to shield her 


from his roving eyes. Susamgata thinks her to be rati in human form. Vidusaka praises 
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her extra-ordinary charm. Vatsaraj is bewitched by her exquisite beauty” “. The general 


tendency of royality to hand over responsibilities to others is also present in her charac- 
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fee Stee 2 . 3 ; 
ter?! She is inquisitive by nature” , shy” ~ and conscious of self-respect” |, has high 


hopes”!* and mastery over the art of painting” > She apreciates natural beauty but what 


(205) katham _udatta vamsasya -simhalesvarasva Vikramabaho 
ratmajeyam / Ibid, I. p.8 and IV p. 108 

(206) Ibid., I. 6 “se 

(207) Ibid., IV p. 108 

(208) Ibid. 1/1618 

- (209) Ibid., 11. 8,10,16,18 and IE. 11,12,13. 

(210) Ibid., I. p. 22 

(211) Ibid Ip. 22 and II p. 37 

(212) priyasakhi mahati khalu me Jaija / Ibid. II.p. 33 

(213) Ibid. I. p.7 and HI p. 77 

(214) Ibid. IL. p. 33 

(215) aho te nipunatvam / Ibid. II. p. 33 
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strikes her most is her childlike simplicity and noble intentions. She never asserts her 
feeiing and is always reserved by nature. She always prefers to remain in the back- 
ground. That is why she never reveals her true identity” 10 | She is tender by tempera- 
ment. Her timidity never lets her to come to the forefront. She iacks the courage to fight 
the odds and adverse circumstances and looses hope easily. This statement is corrobo- 
rated by her action of going to commit suicide?!” She is a young and vivacious lady. 


Even in anger she looks charming. She is religious by temperament, worships Gods like 


kandarpa and gives presents lavishly to brahmins. She is deeply attached to her parents. 


.From the western point of view Sagarika lacks a strong personality, but when 
judged. from Indian context, she is quite a success. She has all the characterstics of a 
mugdha nayika. Compared to Vasavadatta she does not have the freedom of choice. The 
authority which Vasavadatta yields over the king and other inmates of the harem is not 
seen in her. Her réticence regarding the love affair adds charm to her as it is in confirmity 
with age old Indian tradition. Always conscious of her high lineage she tries her best not 


to cast aspersions on the name and fame of her family. 


(216) Ibid., Pp. 33-54 


(217) Ibid. HI. p. 79 


Therefore, though a princess by birth, she suffers silently the ignonimity of acting as a 
servant of Vasavadatta. This shows her power of judgement of the situations. When the 
plan to meet Udayana in the guise of Vasavadattd fails a dependant girl like her does not 
find any other way to sermount her difficulties and out of despair thinks of committing 
suicide. It is quite natural. Self-assertiveness is not her forte. Though we do not find in 
her boldness, firmness, valour stil her simplicity, beauty, nobility and lovable nature 
casts a spell on the audience”!®. She draws the sympathy of all around her and it can be 


said that she is a master creation of the dramatist. 


-SUSAMGATA 


Susamgata is the true friend of Sagarika in her distress in RV. She helps Sagarika 
to be united with the king. She exhibits her intelligence in the arrangement of secret 
meetings with the help of vidusaka. She tries to maintains secrecy of the love affair of 
her friend. But on the other hand vidiisaka by mistake feels Susamgata to be a prattler?!? 


who may reveal the secracy to the queen Vasavadatta. She is very apt in drawing 


(218) Joshi and Watve , Intro. to RV. p. 36 


(219) mukhara khalvesa garbhadasi/ = RV. III. p. 51 
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art). When she finds the picture drawn by Sagarika, she takes the brush and under the 


pretext of portraying “rati” paints Sagarika in the picture board. 


Susamgata has all love and respect for Vasavadatta. As a dutiful servant she 
performes ail her duties assigned by the queen. She performs the duty of a mistress at 
the diseased condition of love lorn Sagarika-” | She tries to unite Sagarika with Udayana 
not because of her ill-feeling for the aueel Vasavadatta, but for the fulfilment of the love 


of her friend. For this mission she has been condenned by Madanika. 


Thus Susamgata is a friend in need for Sagarika. She is an artist simultaneously 


talkative, considerate, lovable character in RV . 


(220) Ibid., HI p. 37 


(221) Ibid. IIT. p. 85 


Besides the main female characters like Sagarika, Vasavadatta and Susamgata in 
RV there are some other minor female characters like Kancanamala, Cutalatika: 
Madanika, Nipunika and Vasundhara. All of them are maid servants of the queen 


Vasavadatta and serve their mistress to the best of their ability. 
cian ca 


Kantanamiala as well as Susamgata are all considerate and attentive to the 

wellbeing of their mistress. Kancanamiala is always at the back and call of Vasavadatia. 
: - Pied - - 33? 

She goes whenever Vasavadatta goes, leads Vasavadata to ; ee" Of all 


the maids, she appears to enjoy the confidence of Vasavadatta the most. Her remarks - 
“bharttri | ghundksaram api kadipi sambhavaty eva "22° 

shows her sense of humour. She has friendship with Madanika. They both crack jokes. 
Madanika, Cutalatika and Nipunika are all maids ieattendins ii queen 


Vasavadatta.. Vasundhara is the attendant of the king. They serve their masters faithfully 


and do not have any significant role in the development of the drama. 


(222) Kafcanamfle ! ddesava me makarandodvanasva matgam / Ibid. 1. p. 20 
(223) Ibid.. HI. p. 58 


oi) 
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CHARACTERS IN NAGANANDA 


MALE CHARACTERS 


JIMUTAVAHANA 


Jimutavahana is a devoted son. For him service to parents is service to God. He 


; : ; : 2. : 
derives utmost pleasure in serving at the feet of his father"? He even gives up the 


kingdom to be near his parents in the forest?””. He does not take any decision without 
consulting them. Even for his own marriage his parent’s decision becomes the deciding 
factor””°. Parents are aware of this unflinching devotion of Jimutavahana. On the verge 
of death, he thinks of his father and mother. He shows due respect to them?’ He has 
faith in their utterances and their blessings. His love and respect for Gods is noteworthy. 
At the suggestion of vidisaka for moving to the temple in Malaya mountain, Jiniutavahana 
speaks that really Gods are adorable’”®._ Jimutavahana believes in omen. His right eye 
throbs??”in Malaya mountain which symbolises an unknown pleasant 
incident.Jimutavahana is an embodiment of self-sacrifice. He willingly comes forward 
(224) tisthan bh&ti pituh puro bhivi yatha simhasane kim tatha / Nag I. 7. 
(225) nanu -svagarirat prabhrti_ sarvarh -pardttham eva. maya _parip 

alyate /yattu svavam na diyate tat tatanurodhat / Ibid, I. p15 
(226) Ibid, I. p. 63 
(227) pitarau me praptau / , 

yavad etau _pranamami { Ibid., V. P. 156 


(228) yvayasya! vandvah khalu devatah / Ibid., I. P. 25 


(229) daksinam spandate caksuh phalakénks4 na me kvacit / 
na ca mithva munivacah kathayisvati kim nvidam // Ibid... 10 
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F Saas Le -, 3 a 
to give up his life for Sariikhacuda™°. Because, he can not tolerate the wailings of a 
grief striken mother. This shows his compassion ar.d kind-heartedness for the distressed. 
He does not have any attraction for power or pelf. He has all the symbols of a cakravartin 


king?! He gladly donates the wish yielding tree to the needy to ameliorate their suffer- 


us 


to 


ing 32 He is handsome to look at?** and his heart is filled with the milk of kindness. 
Jimitavahana has a fine sense of appreciation of music”**. He is a connoessure of art. 
an accomplished painter himself, draws beautifu: portraits even on stone slabs. The 
portrait of Malayavati drawn by him reveals his extraordinary dexterity in the art of 
painting. His physical charm is eulogised by Mitravasu->>. Malayavati is enraptured by 
his beauty. His noble qualities are praised by one and all. His father Jimutaketu, his 
friend Mitravasu exclaim his virtues. Even Sanikhaciida, Garuda and Gouri are aware of 
his sterling qualities of head and heart. His descriptions of feelings of the newly married 
Malayavati is a fine piece of poetry” © He is not averse to worldly pleasures though he 


does not want to bea slaveto them. His finer sensibilities are revealed from the 


(230) nanu _svagarirat prabhrti sarvam_ pardrtham eva maya paripa: 

lyate / yattu svavam _na divate tat tatdrurodhat / Ibid., p. 15 
(231) Ibid. 1.18 
(232) datto dattamanorathadhikaphalah kalpacrumo pyarthine / Ibid., 1. 8 
(233) Ibid., I. p. 34 
(234) Ibid. 1. 14 . 
(235) yadvidvadhara rAjavarhsa tilakah praiilah _satani 


_ ‘5 a . b ak iI ie i ia vi . 1 af 
stendsmaidadatah -svasaramatulani tustir visadas’ca. me/ bid. II. 10 
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graphic description of Malayavati. Malayavati’s youthful charm casts such a powerful 
spell in his mind that he does not think it unbecoming to have a glance at her from 
behind the Tamala thicket. This act may be condoned remembering his young age. It 
can not be put in the same footing as peeping of Dusyantz to Sakuntali He wants to 
strike a happy balance between worldly pleasure and detachment. He is kind hearted 
and of broad visioned. He derives utmost pleasure in helping others. When he hears the 
killing of serpents by Garuda, he feels pain and does not reconcile to the fact that some 
body should be so cruel as to kill others?>’ for one’s own self. On the other hand he 
comes forward willingly io give up his life for others. His ascetic tendency is evident 
throughout the drama. He feels that it is the ignorant who commits sin for the sake of 
their own interest. His view is that his body is nothing but an abode of all impurities, 

_ungratefulness and all that is despicable and he views with pity the one who attaches 
much more importance to this physical frame*®. He neither hankers after name and 
fame, nor toe he derive pleasure in accumulation of riches .He is wise , humble 
and forbearing , gladly takes upon himself the trials and tribulations of others . Thus 
he is painted as the embodiment of all that is desirable in man.Born of noble family and 
cultured upbringing he is religious , well versed in different aspects of learning, has 
firmness of resolve and strength of character,though young in age his knowledge of men 


and matter is astounding. He can grasp the essence quickly and all the qualities of 


nn ecg 7 : - us 
dhiraprasanta hero are present in him. His father summaries his qualities- 


237) . aho. kastamavasanevami vipattir_nagandm / 


api sal - ° eet . D ik ae - ji 
pranapariraksam_ kartum / Ibid.. IV. p. 107 


(238)  sarvasucinidhdnasya kraghnasya vindsinah / 
satirakasvapi krte miidhah. papani kurvate // Ibid., IV. 
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niradbarath dhairyarh kamiva Sarajam_ yatu vinavah 
ksamah_ ksdhtini. vodhum ahaha. virata danaparata / 
hatarh satvam vrajatu ca kepa kvadya krpana 
jagaijétam siinyani tvayi tanya lokdntaragate // 


i) 
bees 


ATREYA 

Atreya is the vidusaka of nataka Nag . He represents all the features of vidisaka 
enumerated by-the Natya dastra. He is an intimate friend of Jiniutavahana. Jiniutavahana 
believes in him. He is a helping hand to the hero in love affairs and cracks jokes with 
him when he finds an opportunity to do so. A brahmin by caste Atreya is very fond of 


240 He feels extremely sorry for his poverty. He feels insulted 


showing of his learning 
when ceti asks him to prostrate before her*!, He takes it as an affront to his dignity and 
status to do so”? From this he seems to be very egoistic by nature. Atreya is very fond 
of food. He cannot just tolerate fasting”? He prefers to be a guest to consume kanda 
roots and fruits which can be obtained from the sages", His love and respect for 


Jimutavahdna is obvious in spite of his humour. His sentences are always directed to 


create laughter. He asks jokingly to release the hands of Malayavati from his clutches”* 


(239) - Ibid., V. 31 

(240) mama pathitavidydm iva mubictam. charayaini / Ibid., Ip. 34 
(241) bhavati ko pi brahmano “ham _mandabhagadheya prayuktah / Ibid., III. p. 77 
(242) bhoh rajamitram _brahmano -bhttva désvah putryah padayohpatisvami / 


Ibid., IIE: p. 7 
(243) me. udaragnir dhamadhamayate / Ibid. I. p. 40 
(244) vena brahmano’ tithirbhutva _munijanasakaSad Javdhaih kanda- . 
millaphalairapi _vavat _prinadh@ranam_ karomi / Ibid., I p. 40 


(245) nirvotta idanim te _gandharvo vivahah / 
tat murca tavd _asya agrahastam / Ibid.. I. p. 6 
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Sometimes his thought is backed by logic. He finds incessant smoke coming out 
of the dense trees. Therefore he considers that to be a penance grove™"> His diplomacy 
is exhibited when he disuades Jimutavahana to reject the marriage proposal of 

ses, a 3 
Mitravasu7*”, 
Vidusaka has an aptitude to propitiate Gods and temples. When he hears the 


sweet music of lute played by a lady in the temple, he asks Jimitavahana to go there. 


Thus Harsa represents Atreya to be a conventional vidusaka, who appears at the 


stage only during first three acts. He is never seen in rest of the two acts. 


GARUDA 


Garuda is painted as strong and cruel character. Before his prowes even Gods 
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* tremble in fear and try to avoid hostility with him™””. His favourite dish is serpents. He 


“ruthlessly kills them on the slaughter stone and does not pay any attention to their 


(246) Ibid., I. p. 20 
(247) yathé tathi yat kimapi bhaniiva vistiyatdm esah/ Ibid. p.62 


(248) Ibid. IV. 25 and V. 14 
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wailings and gives prime importance to his self interest and does not repent for his cruel ° 
actions. He is not patient, does not tolerate others name and fame and thinks that his 


physical valour is the be all and end of life. When he sees the self sacrifice of 
249 


Jimitavahana, he changes his philosophy of life Heroic action of Jimutavahana 
makes him wonder struck and aware of an altogether new dimension of valour. As a 
result he begins to appreciate other's merits. He broods over his past misdeeds. Grief 
overtakes his heart so much so that he is prepared to give up his life. But timely inter- 
vention of Jimitavahana disuades him to take that extreme course. He atlast takes to 
nonviolence””. He is instrumental in resurrecting the dead snakes back to life. This 
proves his extraordinary valour. SriHlarsa has drawn the picture of Garuda as a perfect 
foil of Jimutavahana. While the former is humble, the later is ferocious. When 


Jimitavahana is self-negating, Garuda is full of pride. Jimitavahana is full of patience 


but Garuda is impatient. The creed of nonviolence is the guiding factor of J imUtavahana’s 


(249) Ibid., V. 15,17 


(250) Ibid.. V. 22 


i) 
tad 
oO 


life, but Garuda is a votary of violence. Jimutavahana does not attach any importance to 
physical comfort, but Garuda gives supreme eapenianes to gratification of senses. Garuda 
is an embodiment of restlessness, ferocity and pride, but towards the end he becomes a 
transformed personality. He realises his own folly, repents for the past mistake and vows 
5 


to mend his ways” 1 This transformation makes him more attractive and an interesting 


and peace loving character in Nag. 


MITRAVASU 


. baa . . . / - ae 
Mitravasu is the son of Siddha king Visvavasu and brother of Malayavati. As a 
true ksatriya he attaches utmost importance to selfrespect. The concept of self negation 
is alien to him. He does not appreciate the attitude of Jimutavahana. Even he utters 


: : : : 32 
sarcastic comments on the laiter’s peace loving nature?>?, 


He proposes Malayavati’s marriage to J imutavahana directly without any help of 


' pik 2953 , : : 
any intermediaries". This shows his straightforward character so common to a 


(251) ame idra & . bt = i thi i / 


sarvaprani vadhad esa virato‘dva prabhrtvaham // Ibid., V.26 
(252) i)evam niveditatmano Sman pratvacaksanah kumiara 
eva bahuta- ram janati / Ibid, II. p. 64. 


ii) katham nanukampaniva idrso snjakam upakari krpanas’ca / 
(253) Ibid. 1 Pp. 61-62 


NO 
1vy) 
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soldier. He does not take kindly to the denial of the marriage proposal by Jimutavahana. 


He has the capacity to nudge the internal quality of a man. 


When Matariga forcibly occupies the kingdom of Jimutavahana he does not rec- 
oncile to this injustice, but wants to take remedial measures to retrieve the lost king- 
dom?°+. He flares up in anger, requests Jimitavahana to wage war. This appears to be 
perfectly natural to him. He does not appreciate the other worldly attitude of his brother- 
in-law, who is a votary of nonviolence. He thinks, it is a crime to sit silent in the face of 
adversity. His attitude is typical of the man of bread and butter, who is least interested in 
the other worldly affairs. His power of description of nature”>> is praiseworthy. Direct- 
ness and vividity mark his personality apart from others. He ig a pre-monition of 
things to come and warns Jimutavahana of the impending doom. In short Mitravasu is 
an uprighteous, straightforward prince whose worldly wise attitude, sense of apreciation 


of natural beauty, reticence mark him apart from others. 


(254) Ibid., Ill. 15,16. 


(255) kavalitalavangapaliavakarimakarodgarasurabhind payasi / 
esd samudravela ratnadvutiraniita bhati // Ibid. IV. 4. 


4g = 
SAMKHACUDA 


{ ava & : ; by deuce . 
Samkhacuda’s character occupies an important place in Nag. He is a serpent 


having a svastika mark in his chest. He belongs to samkhapala kula””*. He has been 


°37 He is never puzzled at his impending death, 


on the other hand he consoles his weeping mother”>®. 


compelled to sacrifice his life to Garuda 


His philosophy of life is evident when he realises the transitoriness of life. He 
praises Jimutavahana”>’ who comes to relinquish his own life for the sake of Sarikhactida 
But he does not approve this suggestion, because to him Jimutavahana’s life is more 
precious than his. He diogs not want to save himself and bring bloat on his character. So 
he accepts the suggestion of kinkara and is prepared to put on red garment for the easy 
recognition of Garuda. 

Sarhkhaciida’s love and respect for his mother. 1s noteworthy?” He requests 
Jimutavahana to take care of his old mother after his death. He departs from his mother 


. eee ; ee: is ay a Sst ee . 
asking her to be his mother in next birth?°! Even Samkaciida’s devotion for Lord Gokama 


(256) Nag. IV. p. 118 


(257) Sanikhacfido nama nigah khalvaham Zhrdrthani 
vasukina vaina- tevava presitah / Ibid., V. p. 140 
(258) i)amba samsthabhavatmdnam , / : Ibid. IV. p. 114 
ii) amba kim ativaiklavvena / Ibid., IV. p. 113 


(259) Ibid. IV 15.16 
(260) Ibid. IV. p. 119 
(261) Ibid. IV 20 
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> ; ier 262 gf ib Sida j 
is seen when he wants to die after worshipping Gokarna~”. Samk&acuda is the person 
who informs only Malayavati and her family regarding the sad demise of Jimutavahana. 


Thus he does the duty of a man even if he is a serpent by birth. 


JIMUTAKETU 


Jimutaketu is the old father of Jimutavahana. He is a benevolent ruler. His fame reached 
far and wide. He has become indifferent to all worldly affairs due to his advanced age. 
Therefore he decides to hand over the reign of administration 10 his son and wants to 


lead vanaprastha life along with his wife in the solitude forest”°>. 


He believes in ill omen. When Sunanda comes to ask the where-abouts of 
ite : ; 2 ; hk Ad ; 
Jimutavahana his left eye throbs*°*. He takes it to be an indication of an ill omen. He 


anticipates danger. This shows his superstitious nature. 


His love for the daughter-in-law Malayavat: is clear. He has compassionate feel- 


ing for her at the death of his son. He allows Malayavati to see her husband’s face in ‘his 
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last days. At the death of Jimutavahana he wants to enter into fire along with his wife*?”. 


(262) 28 bhagavantam daksinagokarnam pradaksinikctya 
amyfde-sam ‘anutisthaimi / Ibid , IV. p. 122 
(263) Ibid. I. p. 16 . 
(264) sphurasi kimu daksinetara muhUr muhuh 
; an mamanistam / Ibid., V. p. 134 
(265) Ibid., V. p. 168 
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This shows his deep love and affection for his soit He does not have any attrac- 
tion for worldly enjoyments. Ascetic by temperament he voluntarily relinquishes the 
burdens of administration and wants to lead a calm and contended life in a solitude of 


sylvan nature. 


MINOR MALE CHARACTERS IN NAGANANDA 


Apart from the principal male characters enumerated above we come across minor 
characters like vita, ceta, kancuki Vasubhadra, Kinkara Sunanda in Nag. More over we 
find the mention of Visvavasu, father of Sunanda and Kulapati Kausika. But they do not 
corne on the stage. Sekharaka is the vita of this drama. He is painted as a drunkard and 
henpecked husband who supports the wife blindly. Ceta is the servant of Sekharaka and 
assists his master in all his undertakings. Sunanda is a pratihara and his duty is to convey 
‘the message from Vigvavasu to Mitravasu. Karicuki Visvavasu has free access in the 
harem. He is devoted, obedient and sincere in his undertakings. Matanga is painted as 
the rival of Jimutavahana. He annexed a part of the kingdom of Jimutavahana by force. 


This reveals his nature of hankering after power and wealth. 


These minor male characters are introduced in the drama to help in revealing the 
salient features of the hero’s quality of development of the plot as the case may be. 
Sriharsa’s dexterity in understanding the human psychology is revealed in their de- 
scriptions. Though thev have limited -roles, still all of them are no ess important to- 


wards the success of the play. 


MALAYAVATI 


Malayavati is the heroine of Nag and is one of the principal hacracters of the 
play. She is the daughter of Siddha king Visvasasu and is endowed with exquisite charm. 
Vidusaka pays handsome tribute to her physical charm. Jimdtavahana looks in onde: 
at her beautiful face”. She is highly educated and accomplished girl. Her mastery 
over playing of the lute”®” and art of singing evokes astonishment in Jimatavahana, who 
says in wonder. She is a devotee of Goddess Gouri and worships her. But her devotion 
cannot be termed as niskama bhakti, because she wants to have befitting husband by her 
grace. She is in love with Jimutavahana. When Mitravasu’s proposal is rejected by 
Jimatavahana, she comes to know of it and feels hurt©8. Out of despair she decides to 


end her life because a devoted Indian woman never changes her preference. When 


(266) Ibid. 1. 16 


| (267) yayasya abo gitam/ aho vadyam / 
vispasto drutamadhyalambitaparichinnas tridha yam layah / 
| ‘hah k ree i 
statvaughanugatas ca vadvavidhayah samyak trayo darsitah // 
; Ibid. 1. 15 


(268) Ibid., II. p. 63 


to 
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Jimutavahana is on the verge of death, she does not weep so loudly, but her grief is no 
less. The lack of revealation of pent up emotions is due to the presence of elders .She 
is a perfect foil to her hauband and the character of her extra ordinary husband gets 
hightened by her tender nature whilch becomes more pure through the fire of penance 
and devotion. Due to her unflinching faith Goddess Gouri appears on the.scene and 


helps her husband to spring back to life again’. One can see in her all the qualities of 


— oan - 
mugdha nayika. 


Like other heroines of Harsa’s two _natikas Malayavati appears not to be in the 
central stage of the drama. She is just a passive character created to fulfil the dictates of 
dramaturgical rules. Her contribution for the development of the dramatic plot is almost 
negligible. How ever given the tone and tenure of the play with its marked Buddhist 
leaning this lack of prominance of the heroine is quite understandable. However within 
the limited scope Sriharsa has done a fine job of persenting Malayavati in an attractive 


garb and by the stroke of his genious has brought out many a sterling qualities in her. 


(269) ha atvaputra, katham_ parityaiva _gato’ si 


so i y i king ksi o 
va etdvad velant jivitasi / Ibid.. V. p. 167 | 
(270) ij ss year é ~ k in h / 


paritustasmi te vatsa jiva jimittavahana - // Ibid. V. 34 


MINOR FEMALE CHARACTERS OF NAGANANDA 


. : . é 2 i ” . 
In the other minor characters, the chartacter of old mother of Samkhacuda, ceti 


and others can be illustrated. 


to, 
The old mother of Samkhacida is an emblem of love and affection. She is not 


ready to depart from her son who would face death by Garuda. So in illusion she takes 


27} 


everybody to be Garuda” ". She wants to denounce her life for the sake of her son. She 


takes Jimutavahana to mean Garuda and requests him to devour her in place of her 


y) tee hy as 
son’? She has equal love for Jimutavahana who comes forward to denounce his life 


in place of Sarhkhaciida. She values Jimutavahana to be more than a son?’*, 


The maid of Malayavati is a real friend of her who helps her mistress in her 


-grief. Even she shows what to do and what not to do in real dilema. She makes 


; > montage 2 
Malayavati aware of the hospitality to be shown to guests” +, 


Thus each of the characters of Nagananda is so impressive that it has a lasting 
impression on the audience. 


(271) abam khalu tava maranabhita sarvam eva 

lokam garudamavam prekse // . Tbid IV. P. 116 
(272) Ibid. IV. P. 115 
(273) tvamapi sankhaciidanirvigesah putrah 

athava safikhaciidad apy adhikataro......./ Ibid. TV. P.117 
(274) ucitah khalu te tithijanasatkarah / Ibid.. I. P 34 
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STYLE AND DICTION 


LANGUAGE AND STYLE 


SENTIMENT 


FIGURES OF SPEECH 


METRES 


POWER OF DESCRIPTION 


LANGUAGE AND STYLE 


Style refers to the art of expression. It means the way in which the literary artist 
presents his creations. Rhetoricians have analysed the style and categorised them into 
four distinct types namely vaidarbhi, gaudi, pantali and lati. Though these classifica- 
tions are based on the names of the region of countries, it is not confined to the literary 
productions of those areas only. The success of any literary creations depends to a great 
extent on the ability of the author to use appropriate modes of expression in accordance 
with the situations under descriptions. A drama as it is meant to be enacted on the stage, 
demands from its author some restraints because a dramatist is not as free as a poet to 
give free reign to his flights of imagination. Always conscious of worthiness of its 


imitation on the stage he becomes extra careful in choosing the scenes putting the lan- 


guage appropriate to the characters on hand and the situations. 


Harsa being a dramatist is quite aware of this fact. As his aim is to cater to 
diverse states of a conglomorate audience, he varies his style acordingly. We see him 
employing chaste Sanskrit expressions in the mouth of sutradhara , the hero, the high 
personages of the royal court and the devine characters where as the jesters, the atten- 
dants and the heroines all without exception use_auraseni prakrit in prose and smaharastri 


prakrit in verses to give vent to their feelings. 
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Harsa is fond of vaidarbhi- style, as a result we find simplicity of diction and easy 
flowing grace of language in him. He varies his mode of expression from scene to scene 
even in the same scene. His paintings of Vasavadatta in anger , firing volleys.of sarcastic 
remarks at Udayana and her authority which brooks no rivalry and disgression, the cojent 
arguments of Manorama, bristling with ready wit, the humorous and haughtiness of 
viduisaka, the tendency of running away on the part of Sanikrtyayani. The concileatory 
attitude of Udayana coupled with close observation and his ability to employ the means 
befitting to the situations, his tendency not to loose hope in the face of dificulties add a 


graceful charm and vivacity to the expressions. 


Harsa’s style is characterised by directness and As full of_prasada guna. He has 
consciously eschewed the employment of difficult words full of long high sounding 
_ compounds and double entenders. The graceefilness of his literary creations touches 
the core of the heart of the reader. The reader never rakes his brain to grasp at the 
meaning of his verses, because as soon as he reads them, the meaning becomes transpar- 
ently clear. 


For instance :- 

yato smi padmanayane samayo mamaiva 
_ \ . b . . i} — / 
a “_ a rT I iny Al 

suryo sta mastaka nivistakarah karoti ii 


(1) RVUL6. 
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The king’s remarks :- 
svabhavastha @ drstima bhavati giro nativigada 
yatha cdvam kampah stanabharapariklesajanana 
Senay paca aaa init ns i vis 2) 


Or Jimitavahana’s utterances -- 
ksamah ksantini vodhum ka iha viratd danaparataé/ 


But sometimes Stiharsa delights in using long winding compounds. 


For example- the report of Vilayavarman in RV. 


\ id} s . 7 . T adab} labhi k} ks la ligvibhaedt 
. iI “~ 2 ivi . ‘ Apidar if [ i / 
idvand bas ‘akan t ‘ imipat 
schhadvanchhiteunie: i bt ° an ksan fa 


(2) PDIV.10 
(3) Nag V3] 
(4) RVIVS 
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Or 
-vyildhiscksarit harna ivalasivanbini } 
havaiimukhe-sal r iiaas orbit 
ekena iva cmanvata farasatairmattadvipastho hata” / 


The description of battle scene is full of vigour, high flown and majestic words. 


The language becomes complicated and firse but never looses clarity of meaning. 


Or the boastful utternances of Garuda in Act IV has been vividly painted in gaudi 


style. 
~ i -/ aay li fisni drsto’ : / 
se jeeanaat alnanicapatclngiali Bhalapaal 
prapto veldmahidhram malayamahamahigrasa grdhnuh ksanena’// 
(5) RV IV. 6. 


(6) NagIv. 25 


The picture of enraged Vasavadatta in PD Act III casts its powerful spell for its 


accuracy of description. 


Fcad idhrtardt - fe Java ~- 2 rd} 1! 7 


ival hl iti Sikhi Sikna & ‘ : com 
asrasrotasyajasrasrtabahalava sdvasavisre svananti’ // 


A dramatist uses expressions appropriate to the status of his characters and the 
role asigned to them. Harsa is a pastmaster in the art of conversation. He uses appropri- 
ate expressions in the mouth of his characters. Therefore , his dialogues are simple, 
direct and elegant. They are forceful in their appeal and sometimes they are pregnant 
with suggested meanings. For instance, Yaugandharayana's saying to Vasavadatta - 
parijiiatayah bhaginvah samprati. yatha kranivam tatra devipramanam* reveals more 
than its literary meaning. The persons spoken to is the queen whose position is undoubt- 
edly higher than that of Yaugandharayana_ . So Yaugandharayana is reluctant to 


suggest the further course of action and leaves it herto decide . The utterance of 


(7) NagIV. 18. 


(8) RVIV. pil 
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Vijayasena “aho devasya vidya prabhivah”? and kancuki “aho sarvatrapratihata 
narendrata devasya”!° reveal their own nature and are appropriate and befitting to the 
occasion. The sayings of the old mother Sanikhaciida like, “putra tistha muhirtam, 
yavatte vadanarh prekse”! larea testimony to motherly affection and the ensuing grief 
on the eminent dangers of the life of her son. Similarly the utterancess of the grief- 
stricken parents of Jimiitavahana on hearing his death are so natural that!?they move the 


heart of the reader. 


Thus, the dialects of Sriharsa reveal the diffenent characters of the speakers, the 
bashfulness and humility of Malayavati, the wantonness of vidusaka, straightforward- 
ness of Mitravasu, boastfulness of Garuda and loftiness of character of Jimutavahana 


come to the fore from a close scrutiny of their respective conversations. 


Harga’s dialogues consciously avoid unnecessary elaborations and verbosity of 
_ words. They are crisp, sharp and direct. He does not employ long compounds full of 
difficult words and does not approve long unwinding expressions and has not a liking for 
the use of rare of obselete words. His choice of words and expressions are chaste, clas- 


sical and free from grammatical defects. We do'nt find any rusticity in his pen. It is also . 


(9) PD IVp.57 

(10) Ibid... IV. p.57 

(11) Nag IV p. 109 
(12) Ibid., IV p. 153-157 
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free from literary blemishes like asamvaddhatvarh . nirarthakatvam , agrahyatvam, 
avodhvatvam and alilatvam which are so common to later day dramatists. Therefore, 
these dramas inspite of their lacunae in plot construction, development of characters etc. 


have a charm of their own and have been the delight of the connoisseurs down the ages. 


SENTIMENT 


Rasa literaly means enjoyment. rasyate asvadvate iti rasah. It is the lasting 
impression of the feeling in a man of poetic suseptibility. The success of any literary 
production dpends upon its power of attracting the readers. Drama, being a drsvakdvva 
naturally becomes successful when unlookers appreciate it to keep the interest of the 
audience. The dramatist naturally tries to portary various sentiments through his charac- 
ter. These sentiments are nothing but recreations of latent human emotions. Rhetori- 
cians have analysed the nature and content of rasa thoroughly and have classified into. 
mainly eight varieties. 

bivatsodbhiita ityastau casdh dntastatha matah’* // 


(13) SDI. 182 
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Among these rasas scngara is the prominent one as it is the dominant emotion in 
man. Out of the three plays of Sriharsa PD and RV have srngara as their principal_rasa. 
Vatsaraja Udayana and Aranyika in PD Vatsa-aja and Sagarika in RV, Jimutavahana and 
Malayavati in Nag are dlambana vibhavas. Dhardgrhodyana dirghika etc are uddipana 
vibbava. The activities of hero and heroine on seing each other are anubhavas. We also 
find the description of sattvika bhdvas like stambha, sveda, astu, pulaka and kampa in 
all his dramas. Kautuhala, harsa, smrti , mati, htt, cinta, vrida, Soka, moha and jadatt 
Ghee tea samcaribhavas also are to be met in this play. 


Stngara is of two types i.e. yipralambha and sambhoga (love in separation and 
love in union). The description of both these types are seen in his dramas. Vipralambha 
again is divided into two kinds - ayoga and vipravoga. In ayoga type of vipralambha 
esheiiaiadtion of union does not take place. But in viprayoga type of vipralambha lov- 
ers in deep love get separated after marriage. In PD we see three instances of the de- 
scription of sambhoga srmgira. In the IInd. ect Udayana gets a chance to embrace 
Aranyika after wandering off the bees!*. When the heroes and heroines are introduced 
to each other by vidusaka, we see the description of impulsive love!>- In the HIrd act, in 


the garbhanka the hero and heroine both got chance to sit together and experience 


(14) PDI p.20 
(15) Ibid .. HL. p. 20 
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the feeling of syeda, romamnea and kampa etc!®. But before the union Vasavadatta ar- 
rives to disturb the union. In the Vth act when Udayana gets a chance to cure Aranyika 
from the effect of poison, there is a golden chance of coming together of hero and hero- 


ine but it could not materialise. The treatment of vipralambha Srngara in PD is of non- 


consummation type. The description of the lovelorn condition of Aranyika in IlIrd act 


can be taken as an instance. 


Compared to the treatment of Smgara in PD its treatment in RY is more elaborate 
and appealing. We see its description in IInd act starting from the utterance of Sagarika 
- “hrdaya ! prasida, prasida”!” to Susamgata’s saying- “bhartah ivam sa”, from the first 
sloka of IlIrd act to the attempt of Sagarika’s hanging!® and in the [Vth act from the 


second sloka to “durlabham punah darSanam privayah”’” and again from “katham devi 
Saari a Winad 20 to“ nth : five Poincar ¢ kharh ng v2 
Three beautiful instances of sambhoga Srngara are seen in IInd IlIrd and IVth act. The 


eee : : -, ; a , 2... 
first Instance is seen in Susamgata’s speech _, in IInd act, bharta! iyam_sa 2 sil 


(16) raja - upavisatvarhevamardhasanasya / 
rajaputri sthivatam / Ibid ., III p. 39 
(17) RV II p. 30. 
(18) Ibid. Il. p. 79. 
(19) Ibid. IV p. 92 
(20) Ibid. IV p. 104 
(21) Ibid. IV. p.106. 
(22) RV IL ps2 
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Sagarika’s utterances- “ayi susamgate, adyapi na viramasi”??. Though there is no con- 
gumianion of.union still there is momentary union and Sriharsa has painted different 
emotions associated with the sentiment of love beautifully. The Sean instance is in the 
IlIrd act where Sagarika says “ammo, kathamesa, bhart#”"*. The third instance is in 
IVth act where Udayana gets a chance to rescue Sagarika from the harem of fire, caused 


by sorcerey”>. In these instances the union is temporary. 


In Nag srngara is not the dominent rasa. The dramatist however tries to give 
instances of both samyoga and viyoga type in first three acts of the drama, but sud- 
denly in the last two acts the subject matter takes a radical departure and hence there is 
no scope for further treatment in it. Apart from smngara Harsa’s plays also have given us 
sentiment of laughter mainly through the vidusakas in PD and RV , sometimes the cetis 
also create humorous siatuations. Susamgata in RV on occassions makes excellent fun 
of her mistress”°. 

As Nag isa drama of serious nature, the treatment of the sentiment of laughter is 


not seen except from the utterances of vidusaka. 


(23) Ibid ., II. p.54 
(24) Ibid ., III. p.79 


(25) Ibid. IV. p. 106 
(26) Ibid. HI. p.33 
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The sense of wonder is seen in Udayana’s capacity of curing ailments due to 
taking poison and the untimely flowery of navamalika flowers and conjuror's trick of 
creating fire. 
In Nag it is seex ix Garuda’s act of bringiag the dead serpents back into lives si 


and Gauri’s act of bringing back Jimutavahana to this world?®. 


There is not much scope for treatment of vibhatsa and raudra rasa in natikas , 
how ever the description of the cemetery in the IV th act of Nag and the description of 
Garuda’s eating up serpents can be taken as instances of vibhatsa- Garuda’s boastful 
utterances regarding his power can be taken as an instance of raudrarasa. 


- 


Bhayanaka rasa is seen in the IVth act of PD where in Manorama say’s “‘bhattini 


prana samSaye vartate sa tapasvint’ 29 It continues upto Udayana’s remembering of the 


mantra i.e. the secret formula of driving out poison. In RV the horror created by mon- 
key,” the fire scene in IV th act due to magician's trick and the description of fear of 
vidusaka relating to ghost® | ete. are instances of this type of sentiment.The sense of 
pathos is seen in the wailing of Sathkhacida’s mother and the parents and wife of 
Jimitavahana in Nag. However it has not been culminated in true sentiment of pathos as 


nothing on towards has happened. 


(27) Nag V. 36 


Cay. iueinl a acuani demamugalannal 
paritustasmi te vatsa jiva jiniutavahana = // Nag V. 34 


(29) PD IV. p.454 
(30) Ibid. IL. p. 36 
(31) etasmin bakulapadape ko’pi bhiltah prativasati’ © RV HI p. 40 
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Traces of _vira rasa_can be seen in the speeches of Vijayavarman”- and king of 
Kosala in RV. The virarasa is the principal sentiment of Nag, but it is of dayavira type not 
yuddhavira’s type . . 


Harsa has treated the various sentiments according to the demand of the situation 
in his dramas. The treatment of srngara is noteworthy . Other rasas have little scope in 


his scheme of things,hence their treatment is not so elaborate in his plays. 
FIGURES OF SPEECH 


Figures of speech add beauty and charm to poetic descriptions. They reveal the 
power of imagination and observation of a literacy artist. Hence their importance can " 
not be ignored in poetry or drama. Their main concern appears to be to make the reader 
familiat with ordinary objects to the imaginary world of poetic creation which is full of 
fancy. Though they are treated as external in the body of poetry still they are inseparable 
part. Because, there is no literary output which is completely devoid of figures of speech. 
SriHarsa’s art is not an exception. We see in his dramas the use of 38 almakaras, out of 
which only one Sabdalamkara “Slesa” is used only once amongst his verses. Of course 
Anuprasa is there. Its beautiful use is seen in the utterances of Samkhactida in_Nag. a 
Sometimes his prose pieces of dialogue bristle with the use of alliterations. The follow- 


ing table gives an indication of the use of alamkaras is his dramas. 


(32) Ibid... IV p. 93 
(33) Nag V7. 


NAGANANDA |TOT. 


I-24 


[I-10 
I-11,12 (18) 
1V-4,13 
1-8,10,19,21,22 1-13,18 
{1-2 II-11,12.16 II-6,13 (22) 
III-19 111-5 11-8, 11 
IV-2,5,14 


1V-17 


(6) 


NAME OF 
ALAMKARA 


{-] 


‘TH-20 


II-17 
Ve! 
1-3.8.10 
Hed 
Hi-14 
IV-9.28 
\-8 


I-7 
I-10 
IV-12,14,22,2 
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AME ee ataganeel ae RATNAVALI 
ee ataganeel ae 


erttt ated) 
T]-1,4,10 
IV-15,17 


II-5,6,15 
IV-8 
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From a close look ai the table it is clear that Harsa has given Utpreska alamkara 
more importance than others. It is found to have been used for 22 times in his dramas. 
Next in order of frequency of occurance comes Upama with 18 times. Other alamkaras 


are less frequently used. 


Thus Harsa’s handling of alamkaras appears to be judicious, logical and are 
meant to reveal the finer poetic sensibilities. In their simplicity and effortlessness they 


leave a lasting impression on the heart of the readers. 


METRES 


Chandas mean what ts called metre in western poeitics. It is derived from the 
root Chhadi conveying the sense of pleasing. So chandas are meant to give a sense of 
pleasantness to kavya. Their aesthetic appeal is immense. A consummate artist can add 
extraordinary charm to his creations by the judicious use of metres. So poets and dra- 
matists employ them and the aesthetic delight of their creations are enhanced in no 
uncertain terms. The excellence of Meghadutam is no less attributed to the judicious 
use of Mandakranta metre by Kalidasa. Any other metre to convey that meaning would 
have been inappropriate. So. a literary artist must be careful in using the metres. Critics 
like Mammata have recognised inappropriate use of metres as a blemish called hata 


yrttatva. Metrical irregularities point to the lack of mastery over the use of language. 


-ilence, a poet whose tool is the use of words, should not be lax in the employment of 
metre. A drama though in a broader sense can be called a kavva. still has some pecu- 
liarities which must be remembered before deciding to use the metre. A drama does not 
depend upon the use of metre as much asa mahakavya does, because it is the dialogues 
which are the soul of a drama. So metrical verses come naturally as a suppliment to 
them. A dramatist should therefore avoid a tendency of using too much versification in 
his drama to reveal his mastery over the chandas. But, Sanskrit drama being of a pecu- 
liar origin and tradition cannot altogether eliminate them. It must therefore be used 
sparingly to covey the intensity of feeling and the emotional outbursts of the actors and 
actresses. Sriharsa is quite aware of this fact. Hence, we do not see an overdose of 


metrical verses in his dramas. 


From a close scrutiny of his plays, it is revealed that he has used only seven- 


teen meters. The table given below gives a clear picture of the metres used in three 


dramas. 
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SERIAL NO. OF VERSES 


NAME OF THE 
METRE 


|. Arya 1-5,19,21,24 1-4,14,19 
1-5,9 I1-1,7,9,12,19 I1-1,4,5,8,14 
II-1,6,9,12 IT-10,12 II-1,2,3,10,14,17 
IV-6,7 IV-4,12,19,23,24 
V-1,4,20,24,35.41 
2.(A) Anustup 1-12 1-5, 10,20 
* 11-6,10,18 1:79:12 
IH1-2,6 HHI-11,12 


IV-4,15,18 1V-7,8,11, 16,17, 
20.21.29: 
V-6,10,11,12,17, 


26,29,34 


viet 


I-8,12,20 
I]-17 
I]I-6,14 
IV-2,3 


II-13,20 
III-4,7,15 
IV-13 


111-16 a 


IV-6 
V-3,5,7, 13,30, 
38 


HI-8 
V-27,31 


' 11-6 
IfI-13 
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I-1,3,6,7,11 123,49? 1-1,3,6,7,8,9, | 


23,25 11,15,16,18,2! 
I]-1,3,6,7,10 1-3,4,5,11,21 I]-2,3,10. 
II-4,5,7,10, IH-1,3,11,13,18,19 II-4,5,6,9 
13,14,15 a 
IV-1,3,9.11 IV-1,6,12,20,21 IV-2.3,9,10,27 


V-2,14,15,18. 


19,21,33;37.4 


1-2,9,12 
H-2,4 
IH-11 
IV-5,12 


1-2,13 
II-13 
TH-7,15,18 
IV-15, oe 


IV-5,11,14,22 


$2,36,39: 


| 
l 
‘il 
| 
*y 
V-9,22, fs 28, | 
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NUMBER OF TIMES OF METERS USED IN THE DRAMAS 


i 


25 46 


24 gd) 


26) 


From the close scrutiny of this table it is clear that Harsa has used only one metre of 
matrachhanda namely Arya. The rest sixteen belcng to the type of varachanda. Arya 


is used for 46 times. 


Le Pa : a : 

Among the yarnachandas Sardulavikridita tops the list as it is used 78 times. 

Sragdhara comes with 37 times followed closely by Anustup with 33 times. Vasantatilaka 
f _ oe ed - : 

with 21 times beats Sikharini with 10 times. Upajati ties with Sikharini also with 10 


times. Malini with 6 times, Harini (3 times), Prthvi (2 times)Puspitagra. Pra ini 
/ = 
Salini, Drtavilamvita and Indravajra are usec only once in his plays. 


Thus from the above analysis it is clear that Harsa’s favourite metre is 


j ae - 
Sardulavikridita. Arya and Anustup are mostly used for narrative purposes. Lengthy 


metres are employed to convey the intensity of feelings like grief, anxiety and hilarity. 


Harsa’s use of chandas is adequate, free from defects and are appropriate. It 


reveals his consumate mastery and artistry. 


261 


POWER OF DESCRIPTION 


Drama in Sanskrit literature is recognised to be a variety of _kavya from the 
times of Bharata. Hence the dramatists have tried to incorporate all the characteristics 
of kavva in their works. It is no wonder that we come across beautiful descriptions of 
nature in them. Some times these descriptions are seen in so much abundance that they 
turn the drama into a dramatic poem. Harsa following this age old tradition has embelished 
his works with beautiful descriptions of sunrise, sunset evening, midday, the garden, 
hermitage, fountain, marriage festival, bathing scenes forests and the palace. These 
descriptions testify to his ability as a poet. For instance the description of evening scene 
in RY - 

devi tvanmukha pankajena sasinah sobh@ tiraskarinab. 
yabiani vinirjitani sahasa- ht i vicbha" -_ / 
shiva tatparivita vanitigltdni bhongitigand, 
fivante mukulantaresu sanakaih sanijatd lajid iva? 1 
reveals the close observation of how bees take shelter in side the lotus at the 
approcah of evening . Harsa has painted it nicely. Another instance is - 
kim padmasya rucam na hanti nayandnandam vidhatte na kim 
viddhirh va jhasaketanasya kurute ndlokamitrena kim 
vaktrendau tava satvayam yadaparah sitansu rabhvudgato 


Here rising of the moon is described in an attractive way. Harsa’s delicate picutre of 


sunset is worthy of admiration in RV - 


The sun is setting. The lotus creeper is loosing her charm as if out of grief. 
Sun being the lover of lotus creeper consoles her as if putting his hand on her head as he 


has to go far away. 


In Nag the dramatist has given fine description of the forest scene. 


sayy sadvalamasanam siicisild sadma drumandmadhah 
ityaprarthitalabhya sarvavibhave doso pyameko vane 
dusprarthini yat pararthaghatand” vandhyaivrthd sthivate® / 


Here the language is sweet, devoid of any artificiality and is able to project a fine picture 


of the natural beauties of the forest. 


(36) Ibid .. Ill. 6 
(37) Nag IV.2 


The dramatist knows how to vary his style in adordance with the change of 


subject matter. Thus he describes the ocean in gaudi riti. 


se ala bran tabnaakni Mamata adhe 
sarvah parvatakandarodarabbuvah kurvan pratidhvaninih / 
ucchairuccarati dhvanib Snutipathon mathi yath&vam tatha 
prayah predkhadasamkhya safkhavalava velevama gacchati"® // 


Similarly while describing Jimutavahana’s words of comfort to Malayavati 


on the eve of her attempt of strangulation - 


na khalu na khalu nugdhe sahasam _karvamidrk 
vvapanaya karam etam pallavabham latavah = / 
kusumamapi vicetum yo na manye samarthah 

kalayati sa katharh te pasamudvandhanya”? // 


(38) Nag 1V.3 
(39) Ibid 11. 11 


His choice of words is simple but forceful. While in Nag he uses the contrast 


to @ great effect in the picture of Garuda and Jimutavahana. 


maha hi mastiska vibhedamukta rakta cchata carcita candacancuh / 
kvasau garutman kva ca somasaumya svabhaba rupakrtiresa sadhuh //°" 


Here the adjectives used for the description of Garuda are forceful, robust and 
full of verbosity, while his description of JimutaVahana is simple, and devoid of 


embelishment. 


The dramatist has beautifully painted the human emotions of love and anger’ 
in RY and this shows his capacity of understanding human psychology in detail. Like 
Kalidasa the nature descriptions in Sriharsa are interwoven with human feelings. Na- 
ture in Sriharsa is not only the conglomoration of birds, beasts, forests etc. but it throbs 
with life, emotions and feelings. Numerous instances can be cited from his dramas to 
prove the point. Thus, Stiharsa wields a facile pen capable of drawing beautiful pictures 


of man and nature. 


(40) Ibid. IV 13 
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THOUGHTS OF HARSA 


PHILOSOPHY OF LIFE 
SOCIAL ‘THOUGHT 

RELIGIOUS THOUGHT 
ECONOMIC THOUGHT 


POLITICAL THOUGHT 


PHILOSOPHY OF LIFE 


Harsa, the author of these three plays is a celebrated and well known king of the 
Medieval India. Baptised in ‘i series of fire of misfortunes during his early days he over- 
came the difficulties and established his reign firmly, thereby earning accolodes from 
historians. Being born and brought up in a royal household full of pageants and gaiety 
he has no experience of pangs of hunger, miseries and tribulations poverty and priva- 
tions. Hence his attitude towards life doesn't betray the seriousness, the gravity and the 
profoundity of experience notnally associated with less fortunate fellows. His plays, 
therfore, portray the hero whose only concern appears to be running after maidens. There- 
fore, we don’t find the seriousness and sagacity of Bharavi, the exuberance and variety 
of human experience of Kalidasa nor the vast learning of Magha and Stiharsa in him. 
His was a leisurely life full of pompousness and plenty, normally associated with the 


royal household in ancient India. 


That is the reason why his earlier work PD and RY don't betray a matured under- 
standing of the psychological aspects of human nature. In the early part of his carrier 
| Harsa seems to have been carried away by flattery and hyperboles so common to men of 
power and pelf in society. Being of a godly nature he appears to have taken all on their 
face value. So the criticism seems to unnerve him. The treachery and faithlessness of 
near and dear ones appear to have shattered his complacency and bled his heart. So he 
might have changed his views and regarded this world to be full of wickedness. Hence 


his outpouring ati durjanah lokah lin PD canbe understood to be the uttarance of an 
e 


i. PD IV p-S4 
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anguished heart. This treat in his character is seen in the bharatavakya of PD where in 
a prayer for the extermination of sarcastic remarks of the wicked 2 is sei: Harsa in 
those days was full of vivacity, vigour and robustness fresh from his alround victories 
over enemies. His attitude towards men and matter was of a young king full of pride 
brooking no challenge to authority and an insatiable urge for more power ane wealth. 
Hence, we see the fushhcaHion for his utterances in the begining of RV wherein a fervent 
hope for the uninterrupted reign of the powerful monarch” is addressed. | 
But this attitude of robust optimism so characteristic of young blood gives way 

to a sober and sympathetic understanding which comes with the advancement of age.From | 
the self centered monarch Harsa was transformed to a benevolent one. He realised the 
transitoriness of life. Power and pelf'no longer had any attraction for him. Selfishness,greed 
and cravings for sublimination appear to be vain boastings devoid of any real worth. 
Even life lost its charm. This attitude is clearly seen in his Nag. The hero there doesn't 
want anything for his own self, but gets supreme pleasure sacrificing his all to see a ray 
of; smile on the fear sricken face of the distressed, the under previledged and the down- 
trodden human beings*. His RV and PD are ccncerned with the mundane pleasures of 
love,separation and reunion whereas his _Nag sets its eye as a higher plane where this 
world of sense and sight _has no meaning. Those who live for their own self actually co 
not know the art of liviag. They are steeped ir ignorance and their lives are no beiter 
than being dead. But those people who come forward to help others. by sacrificing 


their own comforts really know the act oflezving . This seemsto have been the 


2. nihsesam yAntu sdntim pisunajanagiro duhsaha _vairalerah / Ibid., FV 12 
3 RVI5 


4. Nag 1.8 
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teaching of Gauri while bringing back Jimutavahana to lif: in Nag >. Hence Harsa 
sees the real meaning of life in serving the poor, the distressed and the unfortunate. 
jayante ca mriyante ca madrsah ksudrajantavah / 
pardithe baddha kaksyanath tvadrsa mudbhavah kutah //° 
Harsa does not attach any importance to the comfort of this body’. This beautiful world 
appears to him bibhatsa darsana. He therefore, advises others to desist from killing and 
inflicting pain on others and tries to insteal fearlessness in others and advises others to 
accumulate merits. 
nitvam pranabhighatat prativirama kuru prakkrte canutapam 
magnath yenftra nainah ahalati parimitapranihimsdpttametad 
durgadhfparavaterlavanapalamiva ksiptamantar hrdasya // * 
Harsa is a believer in the inscrutability of fate’. Human efforts succeeds to a cerfin 
extent but they do not always guarantee success. Hence his saying in RV “duravagaha- 
gatir daivasya” can be understood on the background of his own experience by the 
queer turn of events. Harsa was crowned a king, the series of misfortunes blowing over 


his family pitch forked him to such prominence which he never dreamt of. These events 


ne cS RE NN nt a 


5 genni rs karinah / 
paritustasmi te vatsa jiva Jimttavahana // Ibid... V. 34 
6. Ibid., IV. 16 
7. Ibid., V. 24 
8. Jbid., V. 25 
9, Ibid., I. 10 


268 


__ have reinforced his belief. In PD therfore he says nasti khalu duskaram daivasva 10 and 
yvame vidhau nahi phalanty abhivaficchitani / HI meaning heeby mysterious are the 
ways of fate and it turns against the desired object which is never attained. When tate 
smiles ali the agreeable and coveted things come easily, this feeling Harga expresses in 
RV, inthe mouth of sutradhara madbhagyopacayadavam samuditah sarvo gunanam 
ganah j}2 7 


This life is not full of roses. On the thorns of life we bleed, srope in darkness 
of despair , but it is the fortunate few who reach the goal . Harsa is a firm believer in 


this. He says in _PD 
se inal al bhil i i i ~ 3 
SOCIAL THOUGHT 


A literary atrist is the product of his time. He lives in society, observes the 
behaviour and interaction of the members of the society, imbibes the values and ideals 
prevalent in his days and gives vent to the totality of his expressions in his wnitings. 


Literature is, therefore called the mirror of society. Hence a close scrutiny of literature is 


essential for reconstruction of the contours of the feelings and the believes prevalent in 
his age. Harsa was not only a dramatist but also a well known ruler. Hence, historians 
have given the detailed pictures of his age. However, his dramas present those pictures 


te 
and as Sriharsa has written them himself they become more reliable . 


Indian society has almost remained static from its inception upto modern age. 
Believe in the theory of Karman and rebirth has characterised it from time immemorial. 
Harsa’s society also was not an exception to it. Harsa attaches prime importance to the 
fate in his writtings. Individual effort is not always crowned with success unless the fate 


lends a helping hand to it. Many instances are found in his place to this effect. 


_ idhau _na hi phalants Aiigeg ere 
ai err Shinuikhibhatat 15 
nasti duskarath daivasya’® / 


14) Ibid. TV. 8 
15) RV 16. 
16) PD Ip.ds 
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Harsa was from a noble family and he has given his belief that nobility does not 
stoop to low-level even in time of crisis!”, People in his days used to ascribe to this 
view. They believed in the efficacy of incantations, jewels and secret medicines !®. 
Harsa was himself an expert in curing poison-bites, the afflictions, caused due to taking 
poison. In one of his dramas, namely PD this is referred io People used to believe in 
sooth-sayers2”, ghosts and malevalent spirits” : Bana also corroborates this view in his 
Harsacaritam . Daughters, it seems, were looked down upon in the family . In the 
prastavana of RV Sriharsa hints at this attitude in the mouth of nati “mama punar 


— Laaertal ’ See 2 S = 
mandabhagyaya ekaiva duhity’?? which corrborates the saying - 


“iatetikanva mahatiti cinta 
Kasmai pradeyaiti mahan vitarkah / 
datta sukham yasyativa naveti 
Subhasitaratnabhandagaram p.90 
(17)(a) abo sutaram prakatikrtam avijétvam dhiratava / PD Il. p.18 
(b) ittham nah sahajabhijatva janita sevaiva devvah param / = RY Ill. p.18 
(c) vadvidvadhara raiavamsatilakah / NAG II. p.10 
(18)(a) vayasva _kah _samdehah acintyo 
bj manimantrausadhinarh _prabhavah / RV IL. p. 39 
(b) Ibid. oH. p.5 
(19) i PDIV. p. 54 
(20) 
(21) gtasmin bakulanadane ‘ko’ pi bhiitah prativasati / Ibid. I. p. 40 


27) 


because society of those days was a male dominated one as is today. - People of Harga’s 
time were enjoying the life of plenty and prosperity due to his able administration. Vari- 
ous festivals like, “madanamahotsava””’ have been described in his dramas. The vivid 
description of “madanamahotsava” reminds the gaiety of life of his days. Music and 
dance have been referred to in many of hts dramas. Courtesans used to participate in 
these marry-makings. Distincition between high and low; learned and ignorant used to 
vanish is those festive days. The observations of these festivals contributed to the unity 
and integrity of the society and attest to the prosperity in his times. Among food stuffs, 
sweet-meats””, rice mixed with curd?>. various other articles”°, unrefined sugars have 
been referred to. Liquor and other formenting drinks were in use”’. Among dress items”* 
reference to usnisa(head-dress), kancuka, uttariya, pattamsuka and among ornaments 
nupura, kinkini, kanaka, valaya (bracelets) and ratnamala have been _ referred 
to”. - Elepahnts , horses oxen, parrots have been described as domestic animals in 


his dramas. Flowers used to be gathered on the occasion of worship. PD r efers to 


23) Ibid, I. p. 11 to 28. 
24) RV IVp.22 
25) Ibid, IVp. 16 
20) . ABD. .dip20 
27a) RV I. p.17 

(b) Nag. HI 
28) RY » 2.35. 107. 86etc. 
29a) PD Wh p 4 

RV p 20.35. 34.45.6591 etc. 
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sephalika, saptachhada. Sriharsa refers to the watering arrangements in the gardens. 
Town-halls, drawing appartments also have been described. Vassel kings used to come 
to pay their respect to the sovering monarch on the festive occasions like vasanta 
mohatsava. Magicians used to entertain people. Even kings used to invite them to show 
their tricks in the capital. The union of Ratnavali with Udayana is no less than a 
conribution of a magician’s trick. Reference to rathya, vithika, yvithi etc., point to good 
condition of roads in those days. Description of ponds dirghika and water holds (vapi) 
are seen in RV’ : pp”! and Nag". Cock-fighting is a form of entertainment for the 
masses. Robbers and thieves have also been referred to in Nag** . Nag refers to the 
custom of veils (avagunthana) for the ladies. . The system of caste was in existance and 
the position of Brahmin was supreme in those days. However,due to popularity of Bud- 
dhism their lofty position showed some what downward trend??. 

In Nag agriculture was the main occupation and main item of economy*> . Mostly 


it was dependant upon rain. The custom of sati is alluded to in RV and Nag* © Dead 


bodies used to be consigned to flames?” 


30) RY  p.11,68,55 
31) PD  p.10,11,14,16 
32) Nag p.82 
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RELIGIOUS THOUGHTS 


RV refers to siva , nandi and visnu’®. PD alludes to the observants of various 
yratas, honourable treatment of brahmins*”, custom of svastivacana’’, adbyayana. On 
festive ocasions people used to fluck to the temple to offer worship to various Gods. 
Gifts used to be given to the brahmins with the accompaniment of daksina . The custom 
of varnastamadharma is referred to in his RV. People believed in the purificatory power 
of taking bath in the tirthas. Among the various deities of those days Goddess Gauri has 
; definite role in Nag??. Vidyadharas, siddhas , nagas etc. are referred to. Indraloka is 
‘used to be believed to be upper heaven where as _nagaloka was thought to be situated 
‘under the earth. Magical power of_amrta (ambrosia) held sway among the masses”, 
| Actually Harsa used this belief in Nag to revive the hero and dead serpents back to life. 
The reference to Bodhisattva and the prayer addressed to Buddha in the opening stanza 
of. Nag is an outcome of Buddhist faith. Hence Buddhism was a popular creed among 


masses. Hindusism and Buddhism remained in peaceful harmony with each other. 


(38) RY. 11. 
(39)  dvijabrsabhaninupadrava bhavantu / PD 1.4 


(41) caturvedi_ brahmana iva / RV IL P42 
(42)(a) vandyah khalu devaiah. Nag I. P. 25 


(b) Lbid...1.14 
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ECONOMIC THOUGHT 


Economic condition of those days was of a high order. Trade and commerce 
prospered. Merchants used to go to far of lands in ship for trading purposes"? The 
alround prosperity of the country, golden pictures and other articles of jewels have been 
referred to*>. Well-to-do householders were flushed with gold and other valuable ar- 
ticles. There was liking for dancing, drama and other popular form of entertainment in 
society”. Music, art and other fine arts were flourishing. So, the pictures presented by 
the dramas attest to prosperity, prevalence of peace and plenty in his days. As Harsa’s 
literary output is confined to the court Ife, we do not get the picture of darker side of the 
society in his days. However, from other sources the benevolence of his rule is acknowl- 
edged. Thus, the three plays present a peaceful and harmonious way of life in those 


days. 


(44) RVI. 6 
(45) PD LAI IE3, Hi ete. 
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POLITICAL THOUGHT 


During Harsa's period India was full of small states. There were feudatory 
kings of Harsa’’. The dramas refer to in fighting among those small states. RV and PD 
desribes the attack on Kosalapati +8 and Vindhyaketu 7 by Harsa’s own army. The 
system of administration was mainly carried away by the mainisters”’. counsellers and 
other royal officials’. The king was at the apex of the pyramid of administration arid the 


final authority in every thing. 


(47) ...ninadigdesgatena fajhah stiharsadevasva / RVI. p.5 
(48) Ibid.IV. 5 . 
(49) PD 1. p.s 


(50) RY IV. 20. 
(51) PD HI. 3. also Nag iV. | 
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CONCLUDING REMARKS 


Harsa comes during the twilight period of Sanskrit literature. The creative age 
has already passed . Bhasa, Asvaghosa, Kalidasa, and Suidraka have already gone after 
enriching their hands at the various facets of Sanskrit literature. Mahakavyas, 
khandakavyas, natakas prakaranas attained their peak of perfection by those illustri- 
ous predecessors . Hence, Harsa tries his hand at a new genre of Sanskrit drama. He 
introduces the fashion of writing short plays ( natika ) centering around the romance of 

the kings and confined to the precincts of the harem life. As these plays are short and 
mostly confined to the royal harem , their spectrum of vision is short and the 
dramatist is handicapped in fully depicting the character of his heroes and heroines. 
As such , powers of close observation and clever representations get some what re- 
stricted in such type of plays. Harsa's Privadarsika and Ratnavali belong to this variety 
of love onianee His Nagananda also to a greater part exhibits this tendency. Harsa's 
success in this new venture does not appear to be over whelming . He commits the 
folly of writing these short plays , specially when the theme has already been treated 
_by more gifted artists like Bhasa and Kalidasa . Bhasa's Svapnavasavadattam and 
Kalidasa's Malavikagnimitram are better executed than Harsa's two natikas. Harsa 
further commits the folly of writing two plays onthe same theme namely PD and 


RY . In these nvo plays the hero Udayana is the same. Chief queen Vasavadatta is also 


the same. Her attendants and vidiisaka are same. Even the situations, descriptions, 
motives, general treatments are almost identical. Sometimes even the verses are re- 
peated verbatim in his drama. The only difference is seen in the titles of the heroines, 
Sagarika and Aranyika. As a result, the two plays look like the replica of each other. 
The treatment or subject matter of Nagananda_ in the first three acts also runs the same 
course as seen in these two plays. This repetition is a conscious one. As a result, it 
leaves a jaring note and makes the audience tired of the sickly love story. A more gifted 
artist would not have commited such folly. 

Harsa has borrowed heavily from his predecessors. His indebtedness from 
Kalidasa is too obvious. Many instances like bees tormenting Sakuntal® in Ist act can be 
cited to prove the point. There are several more parallel situations and expressions to 
prove that. Harga has been greatly influenced by Kalidasa and has deliberately made use 
of them in his dramas. Similarly. we see many paralleled scenes like conflagration of 
Svapnavasavadattam used profitably by Harsa in his dramas. Carried away by the ob- 
session of introducing novelty, Harsa introduces several scenes in his plays which are 
not only disgusting but are incapable of being enacted on the stage. Against the ac- 
cepted norms his plays depict scenes of horror and terror. In Nagananda he allows the 
hero’s body to be torn asunder by the claws and talons of heavenly bird Garuda. Asa 
result he is forced to show the scene of streams of blood gussing from the torn veins and 
chunks of human felsh being devoured by Garuda. _—- He even allows his hero to be 


carried off to the mountain peak swinging in the beak of the bird. These scenes are in 


direct violation of the rules of dramaturgy and are incapable of being shown on the 
stage. Sometimes as in Nagananda the development of the plot leaves much to be de- 
sired. The first three acts and last two acts of Nagdinanda do not constitute an organic 
whole. Inspite of the defence of Harsa on this score it reveals a lack of harmony which 
in turn has affected the denoufifrient at last. Throwing the convention to the wind Harsa 
| has shown the death of the hero on the stage , though for a short while. Most of the 
themes of his dramas are drawn from earlier sources. He has introduced some novelty in 
accordance with the dramatic consideration, but his plot constructions appear to be some- 
what not_well conceived. 7 

: Inspite of the gravity and seriousness of the later half of Nagananda most of his 
plays are of light comical nature. Hence the spectrum of his characterisation is not large 
enough. His heroes are meak, mild and self-effacing. His heroines lack the forcefulness 
and are dull automata. They do not have the courage to fight against the odds. Though 
endowed with physical charm they lack maidenly freshness. His Vasavadatta of both the 
dramas appears to be a pale replica. The dignity. the spirit of self sacrifice and the 
forcefulness of his character as seen in Svapanavasavadattam is not seen here. The 
situation of love lorn Udayana as depicted in Privadarsik® and Ratnavali when com- 
pared with the similar situations in Abhijfidna Sakuntalam and MalavikZgnimitram apears 
to be stale and uninspiring. The love lorn condition of Dusvyanta inspires our sympathy. 
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readers. He laments at one moment and laughs at another without any justification. The 
so called news of death of Sagarika or her deportation to Ujjayini does not deter him 
from enjoying the feats of magician’s trick without a wrinkle on his face. The jester in 
Harsga lacks individuality and is of much sterotyped nature being too much conscious of 
his greed and gluttonness. His jokes and expressions are devoid of wit and hummour and 


appear to be stale and full of non-sense. Hence his characterisation can not be spoken of 


to be of high order. 


Harsa’s,power of description is praise worthy. His style is simple, racy and de- 
void of complexity. His use of metres is flawless and depiction of sentiments is without 
blemish. The gracefulness of Harsa’s language evokes our admiration. The picture of 
love in the young heart has admirably been drawn by him. His dialogues are appropriate, 
stage directions befitting and the descriptions of natural scene striking. Deleneation of 
various sentiments attests to his mastery and vast reading of the sastras. The stage 


worthiness of his dramas in admirable. 


Thus on the whole Harsa is endowed with the poetic sensibilities of first order. 
The novelty shown by him in composing short plays inspired later poets like Rajasekhara, 
Vilhana ete to try their hands in this new venture. Harsa appears more to be a poet than 
a dramatist. It will not be an exaygaration to say that inspite of some lacunae he exhibits 
considerable success and has carved out a niche for himself as a dramatist in the heart of 


connoisseurs. 
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The subhasitas occurring in the plays of Harsa. 


PD I.p.8 


Ibid., p.9 
Ibid., I. p. 15 


Ibid., Il. p.21 


Ibid., IH. p.30 
Ibid., 11] p. 33 


Ibid., II. p. 34 
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subhasitas in sentences - 


|. acintvo hi manimantrausadhinam 

prabhavah / RV II. p.39 
2. iyamanabhra vestih / Ibid. p.80 
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samagamo bhavati punyavatam // 
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11. jatd vmatavaiva me’dva sutaram. 
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